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THE BACKGROUND OF THE PROJECT
I am looking through archive photos of the Roskilde Festival. The photos 
include an image of a concrete copy of the West Bank wall that separates 
Israel and Palestine, surrounded by beer-drinking festival guests in summer 
clothing. Others show an old bus set on fire and cut into slices, a geodesic 
dome, festival guests in a large air balloon made of colourful plastic bags, 
a church made of reused beer cans that offers services performed by two 
drag queens/priestesses, and a performative parade of 56 different walking 
artworks. The artwork presented at Roskilde Festival over the years has had 
a particular character. The festival features a kind of carnivalesque but criti-
cal spatial art practice that aims to challenge its audience. In the course of 
unfolding over one intense week, the Festival both confronts and involves 
an audience in a particularly open-minded state.
Roskilde Festival has recently become of great interest to the urban planning 
community. The community is interested in the way that the directors of 
Roskilde Festival curate temporal artwork that generates and stimulates the 
lively vibe of the animal show scene and the surrounding fields in Roskilde. 
They are interested in identifying which lessons learnt from the Roskilde 
Festival could be applied in the way we plan our cities. More specifically, they 
are interested in whether the methodology used to curate Roskilde Festival 
could help transform the urban realm in socially engaged and critical ways. 
INTRODUCTION
Museo Aerosolar initiated by Tomàs Saraceno, 
Roskilde Festival 2011.  
Photo: Roskilde Festival and Klaus Elmer and 
Statens Museum For Kunst
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THE ROSKILDE FESTIVAL
The Roskilde Festival is held every year at the animal show site in Roskilde 
and in the surrounding field areas. It has the capacity to host 135,000 guests, 
artists, volunteers and collaborators. For its duration, Roskilde Festival be-
comes the fourth largest city in Denmark, a temporary city lasting eight days. 
The Roskilde Festival describes itself as a ‘temporary city’, an ‘urban labora-
tory’ and ‘a playful process which works like a catalyst into the real world’, 
and is highly aware of how to present and balance the festival as both an 
innovative playground and a cultural event (Roskilde Festival 2012, p. 3). 
In a feature story in Weekendavisen on the art at Roskilde Festival in 2012, 
Nanna Goul described the Roskilde arts programme as being particularly 
intriguing, especially in its direct and intense engagement with its curious, 
open-minded and often drunk audience. It is socially engaging, embodied 
art of a certain scale which relates to the community of the festival. The art-
work presented at Roskilde Festival is characterised by specific underlying 
festival qualities (Goul 2012, p. 3). The art programme includes a broad gen-
re of in-between visual arts such as performances, large-scale paintings and 
installations, which also leads to a more spatial and architectural practice. In 
addition to fostering interventionist dialogues, this practice also meets the 
functional needs of the festival site, including providing places for resting, 
eating and listening to concerts. 
Art has been a part of the festival since its inception: the decoration and 
planning of the festival site in Roskilde with unexpected rewording events 
started in the early days of the festival. The first festival was held in 1971 and 
was inspired by international events such as Woodstock, the Isle of Wight, 
Newport and Thy. At that point the festival was named Sound Festival and 
was already located at the animal show site in Roskilde. This was the start-
ing point of Roskilde Festival. 
A formalised and articulate strategy to feature artwork in the festival plans 
did not occur until the early 2000s when Roskilde Festival started collabo-
rating with architects and curators and established an arts and event section 
(Roskilde Festival 2012, p. 30). 
Simultaneously, there has been a growing focus in the urban planning field 
on creating vibrant and liveable cities. This demand for vibrant qualities de-
rives from a focus on how creative processes and artwork can prepare com-
munities emotionally for urban development. Social engagement and par-
ticipation have been acknowledged as empowering strategies to enable local 
engagement in such development (Overmeyer 2007, p. 17).
These focuses have been incorporated in many urban planning strategies all 
over Europe, where the development of vibrant and co-created cities seems 
to be a goal within an overall development and empowerment strategy. This 
strategy envisions a vibrant city life as a catalyst for making areas of urban 
transformation attractive and draws on lessons learned from gentrification. 
Theorists such as Richard Florida have argued that investment follows new-
ly gentrified areas in a city, where the dynamics of gentrification lie in the 
fact that creative people have the ability to make an area of a city interesting 
to a broader group of citizens through cultural programming, etc. When an 
area becomes interesting to a broader group, the price of housing increases, 
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making it more difficult for artists and other creative people to afford the 
rent to live there, forcing them to move from one place to another once an 
area has become gentrified (Florida 2002). 
Development areas are thus more and more frequently branded as vibrant 
emerging areas, such as Køge Kyst (with the slogan ‘Life before the City’) 
and Musicon in Roskilde (‘A Living Part of the City’), where liveability and 
urban life are put forward as key aspects of the attraction and quality of the 
neighbourhood. Concurrently, temporal artwork has been more and more 
frequently described as a valuable engine for catalysing urban development. 
The culture and political researcher Dorte Skot-Hansen focuses on how this 
renewed interest in arts and culture from different rationales creates new 
challenges for cultural life and urban culture. She argues that the renewed 
interest in employing cultural life as a vehicle for urban development has es-
tablished a mutually dependent relationship between cultural and urban de-
velopment. She states that cultural and economic processes and rationales 
have become mixed together more than ever before and that it is necessary 
to establish strategies with clear and distinct aims for both the economy and 
culture (Skot-Hansen 2007, p. 15). In their work The Experience City (2009), 
urban researchers Gitte B. Marling, Hans Kiib and Ole B. Jensen argue that 
cultural hybrid projects, as potential urban catalysts, should be seen not only 
as outcomes of the instrumental neoliberal interests of powerful networks 
but also as individual projects with strong potential to establish alternative 
arenas for cultural production (Marling, Kiib and Jensen 2009, p. 55). This 
intertwined relationship is not only commodifying or instrumentalising the 
potential of culture but also establishing a new space of possibilities.
CRITICAL SPATIAL PRACTICE
At Køge Harbour in Denmark the temporary art and architecture project 
Urban Play was launched in 2012 as an interventionist exhibition project ex-
ploring how people might interact with places at the harbour in Køge in new 
ways through large-scale installations. The project offered a new way to experi-
ence the harbour site by illuminating the site’s history, as well as potential new 
ways to use the space. Furthermore, the curators articulated ways in which art 
can be perceived as a driving engine in similar development processes, citing 
Urban Play as a catalyst in a development strategy to realise the area’s creative 
potential (Urban Play 2012).
Play Landscape by Rebar, Urban Play Køge 2012.  
Photo: Tuala Hjarnø and Henrik Anker Larsen
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Another urban interventionist project is Eichbaumoper (2009), by the 
German architecture collective raumlabor, which works at the intersec-
tion between architecture, urban planning and art intervention. Raumlabor 
temporarily transformed the Eichbaum metro station between Essen and 
Mülheim in Germany. Located in the eye of a highway intersection and 
built out of concrete in the 1970s with priority placed on functionality, the 
station is nowadays a place associated with inhospitality, vandalism and 
fear, and is facing both urban and social challenges. The site and its condi-
tions became a starting point for the subject and themes of a new opera, 
presented as an architectural symbol of reactivation and possible transfor-
mation of the site, offering workspace, a conference room, a bar, a cinema, 
an art gallery and meeting space, etc. Raumlabor invited composers, libret-
tists and local residents to participate and create content for the opera. The 
noise from the highway, the rhythm of the metro, and the inhospitality of 
the space became important elements in the site-specific formation of the 
site (raumlabor 2009).
Eichbaum Oper by raumlabor, Eicbaum 2009. Photo: raumlabor
Eichbaumoper was a project that employed theatrical artwork, urban design 
and artistic practice to transform the Eichbaum Metro site into a temporary 
opera house. The project stands out as a catalyst for urban change through 
site-specific artistic practice that became an engine for communication, 
transformation and criticism, albeit with a sensitive approach to the pro-
ject’s context and its challenges. In this way the practice of the artwork was 
inhabited as an agent for transformation. Raumlabor employed both curato-
rial practice and urban design to discuss and narrate an alternative use for 
the site in the context of urban regeneration. 
Eichbaumoper and Urban Play are two examples of recent projects that em-
ploy the curatorial practice of temporal artwork as particular kinds of what 
Jane Rendell calls ‘critical spatial practice’, i.e., practices that operate criti-
cally at the intersection between art and architecture (Rendell 2006, p. 16) 
and which were employed in these cases to discuss and revitalise contexts of 
urban regeneration. Rendell further argues that, as an interdisciplinary prac-
tice that is neither solely art nor architectural design, critical spatial practice 
must emphasise the practice of public art, and that public art must be engaged 
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in the production of intervening objects and spaces that provoke us and make 
us question the dynamics of the world around us (Rendell 2009, p. 1). 
What is particularly interesting about these two cases is that they are exam-
ples of a new tendency in which curators and curatorial methodologies have 
been employed to transform the concept of urban spaces. Although art in 
public spaces is not a new tendency, the terrain for the curation of public arts 
has expanded into the field of urban planning and vice versa. This tendency 
expands Rendell’s understanding of critical spatial practice with the theo-
retical and practical dimension of discursive urban planning. A new kind 
of critical curatorial practice is emerging, and the question we must now 
address is how we as curators in this field can qualify this emerging practice 
and how it operates as compared to other curatorial models. Only very lim-
ited research has been done in this field: in 1995, artist and writer Suzanne 
Lacy wrote on socially engaged practice as a ‘new genre public art’, while 
British researchers and curators Claire Doherty (2009) and Paul O’Neill 
(2011) have since opened discussions in this field through practice-led cu-
ratorial research projects. Furthermore, the researcher and curator Andrea 
Phillips (2011) and the art historians Miwon Kwon (2002), Grant Kester 
(2004) and Claire Bishop (2012) have addressed the challenges of the role 
of art in the current urban terrain from theoretical and historical angles. 
However, it is necessary to combine research on curatorial practice and art 
theory with urban practices in order to explore this field as a research prac-
tice and thereby to qualify curatorial practice to question and influence ur-
ban transformation. 
ROSKILDE FESTIVAL AS SPECIALIST?
In line with the tendency described above, the directors of Roskilde Festival 
are increasingly often contacted and invited to act as professional discus-
sion partners who can supervise the curation of temporal artworks in the 
context of urban transformation all over the country. It is often developers, 
planners, architects and cultural consultants who contact Roskilde Festival 
with these requests, seeking skills in how to create temporary programmes 
in cities and how to curate public programmes suitable for their cities. 
After a period of many requests for Roskilde Festival to supervise in the 
planning field, the directors of the Roskilde Festival began reflecting on 
what it would mean to collaborate in the context of urban transformation. 
First and foremost, they were concerned about shifting contexts. The idea of 
taking a site-specific curatorial practice from Roskilde Festival seemed to 
require knowledge about specific contexts. Would it make sense at all, they 
asked themselves, to apply knowledge from the intensive eight-day ritual 
that takes place in an almost utopian and gated festival site to daily life in 
the real world with all its economic, political and changing agendas? 
Roskilde Festival is often described by its audiences as ‘another world’, a 
utopian non-place that is remarkably different from their daily lives (Bilde 
2014). The idea of applying knowledge from the festival site to urban con-
texts should therefore be considered thoroughly and with in-depth reflec-
tion on how these contexts differ from one another.
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The next concern was that of what kind of agency Roskilde Festival would 
carry out and what role the festival would play in these new kinds of col-
laborations of consultancy and curation in contexts other than Roskilde 
Festival. What kind of agency would such a position involve, and would it 
allow Roskilde Festival to maintain the critical and social aims outlined in 
the festival’s core values when commissioning artworks as partners with 
developers and planners? Or could involving a partner who operates with 
a critical agenda, like Roskilde Festival, challenge and reconfigure the plan-
ning discourse? And finally: How could the model for curating the festi-
val site for a festival audience operate in other contexts? Roskilde Festival, 
as part of its mission statement, views artwork as a key factor in enabling 
community interaction and promoting the discussion of larger questions of 
social responsibility. Could this methodology operate in the same critical 
mode outside the festival fence? 
Despite these concerns, the directors of Roskilde Festival were intrigued: the 
context of urban transformation is an interesting field in which to position 
Roskilde Festival, especially because Roskilde Festival has always worked 
with social and ideological agendas and aims to challenge its audience and 
the surrounding areas to take a stand and contribute to current agendas. The 
curated arts programme at Roskilde Festival reflects an overall set of val-
ues concerned with ‘being a boundary-pushing cultural event which aims 
to develop open, playful and socially engaged people by involving them ac-
tively in the social and cultural educated communities created at Roskilde 
Festival in the interplay between music, other art forms and play’ (Roskilde 
Festival 2012, p. 1). This is more of an ideological realisation strategy with 
the overall aim of influencing society than a goal for Roskilde Festival itself. 
Roskilde Festival felt obliged to research the opportunity to discuss with 
and supervise or advise planners and developers on how to reach a set goal 
in line with the objectives of Roskilde Festival’s curatorial methodology.
THE ROLE OF CURATED ARTWORK IN THE URBAN TERRAIN
The crossover in the disciplines of urban planning and public art curation 
seem to blur the boundaries between methods. Since urban arts curation 
has its origins in urban planning and curatorial practice is rooted in art criti-
cism the disciplines originally served different aims and agencies. Roughly 
speaking, the planning realm understands artworks—and events as such—
as engines capable of propelling urban development, stimulating an area 
creatively and entertaining an audience. Curators, on the other hand, un-
derstand public artwork as having an enlightening, critical and investiga-
tory potential for exploration. Projects can be interactive and entertaining, 
but a curator’s aim is not solely to entertain or create an image; rather the 
aim is to give shape to exhibitions or programmes that include a thematic 
agenda concerned with aesthetic, philosophical and current social and so-
cio-economic agendas in particular contexts. Even though these practices 
stem from fundamentally different ontologies, their aims are not necessar-
ily contradictory. More integrated strategies and projects are emerging in 
which artistic practices influence the planning realm. 
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Lacy (1995, pp.19–20) presents a diagrammatic approach to the field in 
which she and her co-authors outline the practices within what she de-
scribes as ‘new genre public art’, as well as the terrain for these practices. 
Lacy elaborates a careful mapping of the practices in the field and empha-
sises different genres of particularly socially engaged art. According to her, 
the field lacks acknowledgement from the constituted art world, and this 
very lack of acknowledgement has also allowed these practices to ‘continue 
along the critical “blind path” without coherent theories uniting aesthetic, 
personal, and political goals’ (Ibid, p. 30). 
The landscape for artwork in urban contexts has changed, however, since 
Lacy’s survey in 1995. In her book One Place After Another (2004), art his-
torian Miwon Kwon argues that this landscape is currently complicated 
to navigate. The original battle of the avant-garde can be understood as a 
spatial policy towards the art institution, by which the definition and le-
gitimation of art is expanded as a result of placing it outside the institution. 
Many artists, critics and curators have preferred the field outside the insti-
tution as a place where criticism and resistance can be carried out. Thus 
both the institution and market forces are now commodifying critical prac-
tice outside the institution, leading to a paradoxical relationship with what 
used to be a liberating place. According to Kwon, there is a central mission 
in defining the leap that artwork has recently taken outside of institutions 
(Kwon 2004, p. 30). In this way Kwon very precisely frames the complex-
ity of this particular agenda. The urgent question that emerges from this 
situation is that of how to develop and qualify curatorial practices for this 
changed terrain.
RESEARCH QUESTIONS 
The introduction above was the starting point for this industrial PhD pro-
ject in the collaboration between Roskilde Festival and Aalborg University. 
The questions were processed into research questions that enabled a com-
bined analytical and practice-led research approach to the double-bound 
research objective—an objective that aimed both to frame the critical role 
which curatorial practice is serving in urban contexts and to contribute to 
the crossing research fields of public arts curation and urban development. 
It also aimed to research how and to what degree curatorial methodologies 
from Roskilde Festival can inform curatorial practice in the urban terrain. 
 Based on the above introduction to the subject, the overall research ques-
tion guiding this study is as follows: 
How can critical curatorial practice as a methodology be relocated from 
Roskilde Festival to three selected urban contexts of transformation in Europe? 
In order to elaborate a detailed focus on the research question, four sub-
questions are proposed below: 
•	 What characterises critical curatorial practice?
•	 How can a theoretical model with its origins in the curatorial practice 
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of the Roskilde Festival be developed to inform curatorial practice in a 
new urban terrain? 
•	 How can this theoretical model be tested through a curatorial research 
laboratory operating through two analytical, and two analytical and 
practice-led curatorial cases? 
•	 What kind of agency can critical curatorial practice have and develop 
through involvement in contexts of urban transformation?
The motive for the research is that of contributing to an interdisciplinary 
field of research that emphasises the crossing fields of urban transformation 
and public arts curation.
SCOPE AND DELIMITATION 
The thesis introduces an interdisciplinary agenda of public arts curation and 
urban planning practice. It focuses on analysing, unfolding and discussing 
the model of what is called critical curatorial practice in urban contexts and 
the Roskilde Festival. It aims to contribute with research and knowledge in 
the crossing fields of public arts curation and urban planning. 
Aspects of planning practice are introduced and reflected upon, but the 
main focus of this thesis is grounded in the epistemology of art criticism 
that informs theoretical research on the focus of curatorial practice, which 
in turn informs the curatorial research. The thesis is therefore not focused 
on urban life and planning challenges as such, and does not include broader 
and in-depth analysis of agendas related to cultural urban planning. Nor 
does it thoroughly explore the issue of gentrification, which is also an im-
portant overarching challenge in current urban contexts. Instead the thesis 
focuses directly on curatorial models and practices in urban cases, and on 
the particular encounters that are generated as a result. The cases do not 
focus on investigating sophisticated spatial landscape analysis. Nor is the 
focus on designing a curatorial model that can be applied directly to diverse 
urban fields and festivals, but rather on developing specific reflections de-
rived from site-specific cases which can suggest modes of operation and im-
portant theoretical horizons while also qualifying and discussing curatorial 
practices in similar fields. 
In the project we also look at Roskilde Festival in relation to urban contexts 
and, more specifically, at how Roskilde Festival’s ideological discourse, dif-
ferent urban and curatorial discourses and curated artworks are processed 
through a theoretical model and practice-based research. The aim is to im-
plement an interdisciplinary methodology that can encourage qualified 
analysis, curation and evaluation within the field rather than to analyse 
and critique the quality of the core aim and strategy of Roskilde Festival. 
However, the analysis will reflect the way in which the specific constellation 
of artwork, discourse and site operates. The goal here is therefore neither to 
judge nor ascribe value to how the different discourses are formatted either 
at Roskilde Festival or in urban contexts. The focus is instead on the inter-
play between discourses, artworks and sites, and how the model of critical 
curatorial practice operates between them.
The choice of subject and cases primarily derives from practices and theory 
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that respond critically to capitalism and neoliberalism and which have in-
fluenced the cases and the curatorial research practices encountered. I strive 
throughout to produce a valid research thesis that avoids a prescriptive per-
spective and instead opens up and adds nuance to the field. 
READING GUIDE - DISPOSITION OF THE THESIS
The thesis is comprised of four parts. The first part is introductory and pre-
sents the historical and contextual background for the research. The second 
part presents the theoretical and methodological framework for the research 
and introduces Roskilde Festival and the curatorial methodology derived 
from it. The third part consists of the four cases—in Tempelhofer Freiheit, 
Berlin; Hackney Wick, London; Roskilde Festival; and Bryghusprojektet, 
Copenhagen—and a discussion of the methodology and the cases. The fourth 
and last part concludes and opens other perspectives in this field of research. 
 
Part 1 – Critical Practices: History, Context and Curation
The first chapter contains three sections: Critical Practices: History, 
Context and Curation. The first section, ‘History of Critical Practices’, pro-
vides a short historical overview that aims to establish a definition of criti-
cal spatial practice (Rendell, 2006) as a particular kind of public arts prac-
tice that started in the post-war era and has developed to the present day to 
include practices inspired by critical theory. This trajectory consists of the 
historical events, architectural and artistic movements that mark important 
points in this development. Particularly relevant historical and contextual 
aspects from Berlin, London, Roskilde and Copenhagen will be integrated. 
The second section, on ‘Context’, focuses on the current contextual situa-
tion that frames the current field of public arts curation in the urban con-
text. According to Skot-Hansen (2007), this context can be understood as 
that of cultural urban planning and consists in the co-existence of different 
rationales. This second section will map and present the current rationales 
that are operating as rationales of urban policy, including economic, social 
engagement and artistic interest rationales. 
In the third section, ‘Curation’, the context of the research will be nuanced 
with a curatorial dimension. Current curatorial models and discourses that 
operate in urban settings—such as biennials, socially engaging, regeneration-
al programmes and festivals and cultural events—and critical spatial practice 
as a curatorial practice, as well as forms of curatorship and agencies operating 
in urban contexts, will be mapped and presented. In this section the concept 
of ‘critical spatial practice’ (Rendell 2006) is expanded to critical curatorial 
practice in urban contexts as a particular model of public arts curation. 
The first part of the thesis aims to establish a historical and contextual foun-
dation of public art curation and urban transformation with which this the-
sis and its discussions will be concerned, delimiting the focus of the field of 
research and identifying how critical curatorial practice can be understood. 
This is the foundation for the further development of the theoretical model 
and methodological approach. 
10 Between Sites: Relocating Critical Curatorial Practice
Part 2 – Theory and Methodology
In chapter two, ‘Theoretical Research Approaches’, the theoretical frame-
work is presented. A trialectic theoretical research model is developed to 
construct a lens with which to analyse and inform critical curatorial practice 
as a practice between sites, discourses and artworks. In order to inform this 
trialectic, three theoretical perspectives will be introduced: spatial theory 
(Lefebvre 1974 (1991), de Certeau 1984, and Kwon 2004) will inform the 
site concept; discourse theory (Jensen 1999, 2003 and 2004; Richardson 
2004; Phillips 2011; and Mouffe 2013) will inform the discourse concept; 
and theoretical art perspectives (Merleau-Ponty 1945 (2009), Bakhtin 
1996, Bourriaud 1998, Kester 2004, Rendell 2006, Petersen 2009, Gade 
2010, Bishop 2012 and Nielsen 2013) will inform the artwork concept. 
In addition, the time-based topologies of temporality are acknowledged as 
important premises and qualities of the projects studied in this thesis, and 
the concept played a role in all four cases. These aspects are identified and 
reflected upon through the perspectives of Finnegan (1998), Rendell (2006) 
and Doherty (2009) on time-based and durational practices.
THEORETICAL MODEL CRITICAL 
CURATORIAL PRACTICE
ARTWORK
DISCOURSE SITE
Trialectic Theoretical Research Model
The theoretical model operates as a trialectic framework in which the theo-
retical concepts are relational, meaning that they overlap and integrate but 
at the same time differ and conflict with each other, thereby enabling critical 
analysis of critical curatorial practices.
Chapter three presents the ‘Methodological Research Approaches’. The 
project has a two-part structure. In the first two cases, in Tempelhofer 
Freiheit and Hackney Wick, curatorial discourses and practices are ana-
lysed theoretically and reflections from Tempelhofer Freiheit are iterated 
in the focus of the analysis of Hackney Wick. A ‘curatorial laboratory’ is es-
tablished and expands the research focus when the project is relocated to 
Roskilde Festival and then later to Bryghusgrunden. At this point, another 
methodological layer is added to the project: that of practice-led curatorial 
research, where the concept of site-writing unfolds curation of the sites.
The concept of the curatorial laboratory will be introduced as a methodologi-
cal tool for experiments and limitations. The laboratory is a place to prepare 
curatorial designs, adjust parameters and incubate knowledge from case to 
case (Karvonen and Bas Van Heur 2013). In order to clarify these practised 
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notions of the sites, I employ Rendell’s concept of ‘site-writing’ (2010), which 
is a situated and practised form of criticism. Site-writing as a form of written 
text and imagery will expand the site-perspective with a practice-led research 
approach which, in this particular research context, informs and elaborates 
curation. In this way the theoretical research model and site-writing become 
integrated parts of the curatorial laboratory research on the sites, bridging 
the gap between theoretical and practice-led research. 
This chapter also introduces the selected cases and the way in which the 
case study and curatorial laboratory will take place. The selection of cases 
was made on the basis of the mapping of rationales and curatorial models 
from chapter one. The cases were chosen to demonstrate different ration-
ales within cultural planning that are connected with different examples 
of critical curatorial practice also led by different rationales. In chapters six 
and seven the cases are analysed and the curatorial model is evaluated. This 
perspective is presented in chapters eight and nine and expanded and elabo-
rated through analysis and evaluation of practice-led curation. 
The fourth chapter, ‘Introduction to Roskilde Festival’, introduces the 
contextual and methodological starting point for this thesis, i.e. Roskilde 
Festival. The history and ideological discourse of Roskilde Festival will be 
presented together with a presentation of Roskilde Festival as a place: ‘the 
instant city’ (Marling and Kiib 2011), ‘the designed place’ (Sorkin 1992 and 
Stender 2014) and the ‘grotesque place’ (Bakhtin 1965 and Marling and 
Kiib 2011). This narrowing down of the concept of Roskilde Festival leads 
to a presentation of the curatorial discourse on Roskilde Festival. 
Part 3 – The Cases and the Curatorial Laboratory
In chapter five, the first case in Tempelhofer Freiheit is laid out and ana-
lysed. The first case unfolds in an urban context and a large-scale curatorial 
project called Die Grosse Weltaustellung – The World is Not Fair, organised 
by raumlabor and Hebbel am Ufer (HAU) in 2012 at the former Tempelhof 
Airfield in Berlin. The curatorial model applied by raumlabor and HAU op-
erated critically and as a response to the planning discourse on Tempelhofer 
Freiheit at this point. The theoretical research model is employed to research 
the curatorial discourse and its relation to aspects of the model the site, dis-
courses and artwork. 
In the sixth chapter the research is relocated to the Olympic fringe area in 
Hackney Wick, East London, in early spring 2013 in the aftermath of the 
Olympic Games held in 2012. The focus in this second case is also on a cu-
ratorial model on this site; however, the planning unit (the London Legacy 
Development Cooperation) hired the art/architecture collective muf to au-
thor this curatorial strategy. This was an interesting relocation in which the 
autonomy of the authorship and agency of the critical curatorial practice was 
questioned. It was therefore particularly interesting to research and analyse 
the relationship between site and discourses in Hackney Wick.  
Chapter seven introduces the curatorial laboratory. The laboratory con-
sists of curatorial practice-led research which develops as site-writing and 
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is informed by the theoretical research model. At Roskilde Festival the re-
search focused on how the festival developed as a designed place, i.e., on 
how the interplay between the core visions for Roskilde Festival and ideo-
logical discourse led to curatorial discourse and thereby established a site 
concept. The particular focus for this case was thus on how site-writing, as 
curation, operated as a link between the discourse of Roskilde Festival and 
the artwork. In addition, the perspective of Roskilde Festival as a cultural 
catalyst for the urban development of the city of Roskilde is added to unfold 
a double-sided perspective of Roskilde as a case—on the one hand as an 
extreme festival city and on the other as a paradigmatic case. 
In chapter eight the iterative reflections and theoretical research mod-
el inform the site-writing that emerged as a curatorial practice in the last 
case in Bryghusgrunden in Copenhagen in 2014. Like the other sites, 
Bryghusgrunden is a contentious location with a long and influential history 
and a central location in Copenhagen, and its new design and use have been 
heavily debated and critiqued. The case selected was the curated project 
Temporary Encounters, where the forthcoming large-scale permanent pro-
ject, BLOX, is discussed through debates and artwork. In Bryghusgrunden 
the curatorial model of Temporary Encounters operated closely with the con-
cepts and conflicts concerned with the site, the discourses and the artworks. 
This case focuses on all three concepts in the theoretical model—artwork, 
site and discourse—in a three-day curatorial site-writing that researches 
how critical curatorial practice can emerge as a catalyst for dialogue on sites 
as a form of curatorial ‘shadow play’. 
Chapter nine comprises a cross-case analysis and discussion that compares, 
evaluates and discusses the outcome of the cases in relation to the theoreti-
cal and methodological set-up. The benefits and disadvantages of the model 
of critical curatorial practice are discussed and compared with other models 
of public arts curation. This examination, which is introduced in chapter 
1, will reinforce a discussion on the merits of critical curatorial practice as 
a model for public arts curation as compared with other curatorial models 
operating in the urban terrain. It will follow up on the historical and dis-
cursive introduction from chapter one by discussing the qualities of criti-
cal curatorial practice as an interlink between critical artistic practices and 
urban planning. In addition, since the researched projects showed a newly 
emerged relationship between critical artistic approach and urban design 
as a particular kind of temporal critical spatial practice that addresses site-
specific discursive conflicts, this new relation will be discussed in a histori-
cal and contextual perspective.
Part 4 – Conclusion and Other Perspectives 
Chapter ten, the concluding chapter, follows up on the research questions 
and the research contributions to the fields of critical curatorial practice and 
presents concluding remarks. 
In chapter eleven the project will be put into a wider perspective by draw-
ing attention to other relevant research aspects and related agendas to which 
this project could contribute.
PART 1
HISTORICAL AND 
CONTEXTUAL 
INTRODUCTION
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CRITICAL SPATIAL PRACTICES – HISTORY, 
CONTEXT AND CURATION
The past decade has seen an increasing focus within urban 
development strategies on how arts and culture are play-
ing important roles in making cities attractive and live-
able. Cities with rich and broad cultural programmes are 
recognised both for their branding values and for the em-
powering space and qualities they render for communities, 
citizens and tourists. Major events such as the Olympic 
Games, World Exhibitions, festivals and other cultural 
events have been understood throughout history as cata-
lysts for urban life, attracting tourists and city-branding. 
In recent decades, however, the concept of cultural urban 
planning has become a wider part of urban policy. 
This chapter will investigate the historical and contextual 
trajectory of critical curatorial practice operating in the 
context of cultural urban planning. The aim is to lay out a 
foundation for the particular kind of public arts curation 
in urban contexts with which this thesis is concerned, i.e. 
critical curatorial practice. This is a cross-disciplinary field 
and discipline and hence it is relevant to include artistic, 
architectural, curatorial and planning perspectives in this 
historical and contextual trajectory. 
According to Skot-Hansen (2007), the key to successful 
cultural urban planning is to be found in allowing different 
rationales to co-exist within the context of cultural urban 
planning. By this she means that stakeholders from politi-
cal, economic, urban and artistic rationales should create 
space for coexistence and allow entangled dynamics to 
develop. Such co-existence requires a reflective develop-
ment giving free space for and acknowledging the ability 
of culture to influence and change urban contexts. This is 
a prioritisation of planning for culture, not with culture as 
an instrument or as promotional “icing on the cake” (Ibid 
2007, p.79). Skot-Hansen frames the crucial complex situ-
ation of the context which, despite the intention of creat-
ing space for culture, often leaves culture, as Doherty also 
claims, in a complex position “either as the uninvited guest 
or the mass entertainer” (Doherty 2015, p.12). 
Writing from the position of a curator and researcher, 
Doherty presents experience and research based on her 
practice in public urban spaces and points critically to the 
role that art is playing in urban contexts and policy. She 
finds it challenging that the commissioning of art is judged 
on its price-tag and argued for as a ‘return on investment’ 
for the founders. She also finds it problematic that the 
methodology of design and architecture continues to be 
applied to the field, thereby limiting artistic processes 
(ibid). The unsettling relationship between the methodol-
ogy of art and architecture in critical spatial practices, is, 
Doherty argues, challenging for its functioning and ability 
to operate critically. 
The potential for operating in urban settings has also be-
come increasingly interesting for curators and artists in 
recent decades. The methodology between artistic and 
design-for-function opens up new potential, allowing it to 
operate in between the practices and to mediate criticality 
through a spatial practice that can be understood, accord-
ing to Rendell, as a critical spatial practice that intervenes 
through its spatial qualities on the particular site where 
it operates and allows reflections, discussions, narratives 
and interactions to emerge (Rendell 2006).
In 1995 the artist and writer Suzanne Lacy edited the 
publication New Genre Public Art – Mapping the Terrain, 
an anthology written by artists and curators putting for-
ward texts, artwork and projects that all resemble a criti-
cal and socially engaging errand in practices reflecting the 
specific contexts in which they are operating. Lacy and 
her companions thereby proposed a new set of character-
istics within the new genre, focusing particularly on the 
relationship between artwork and its audience. She argues 
that artists and curators are more and more investigating 
the nature of audience (Lacy 1995). According to Lacy, 
this relationship may become artwork in itself, and thus 
she focuses on the socially engaging potential of public art.
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Rendell’s concept of critical spatial practice is a helpful star-
ing point in analysing this particular situation of practices 
because it draws attention to the dialectic practice in be-
tween art and architecture and insists on its critical poten-
tial, and will thus serve as the framing theoretical starting 
point of this thesis. Rendell’s concept challenges the con-
textual characteristics assigned to cultural urban planning 
by Skot-Hansen and instead highlights the qualities and 
the resistance within the artistic rationale that enable spa-
tial tactics not to be subordinate, even when these practices 
are part of a political or economical rationale, but instead to 
gain influence despite challenging conditions and ambigu-
ous understandings of the role artwork is set to play. 
Critical spatial practice derives from critical theory and 
practice and can emphasise both artistic practice (here 
also as forms of architectural and curatorial practice) and 
architectural practice. However, the interest in cultural 
practices, whether critical or not, is greater than ever before 
in rationales other than the artistic rationale. Therefore it 
is relevant to bring in perspectives in addition to Rendell’s 
that can shed light on contextual and audience-related per-
spectives in this trajectory. 
Involving audiences and communities is also an approach 
reflecting both intentions and rationales that have devel-
oped in different forms and with different intentions and 
is a key aspect of the planning of cities with culture. In the 
presentation of critical practices it is therefore relevant to 
employ Kester’s perspective on what he calls ‘dialogical 
art’ (2004) and Bishop’s historical reflections on the con-
cept of participation in contemporary art (2012) together 
with Rendell’s perspective. They are both art theoretical 
perspectives interested in critical artistic practices, but 
their focuses are on interactions and intentions that lie be-
hind interactions with audiences.
Skot-Hansen’s perspective on cultural urban planning 
and urban rationales (2005, 2007) will therefore be em-
ployed together with Marling, Kiib and Jensen’s perspec-
tives on the ‘Experience City’ (2009) and Zukin (1995) 
and Miles’ (2004) perspectives on culture in urban rede-
velopment to comprise the contextual dimension of the 
urban condition in the context of cultural urban planning 
and the experiential city. 
As well as sketching the historical legacy of critical prac-
tices, this introduction will operate as a background 
mapping of the rationales and curatorial models cur-
rently represented in this field. This thesis cannot pro-
vide a comprehensive account of the complex history of 
public arts curation, which is extensive and deep and in-
cludes the broad context of the development of society, 
urban planning and public arts curation; however, the 
introduction will enable contextualisation and discus-
sion for further research. 
The first section, A History of Critical Spatial Practices, 
takes critical theory and critical artistic and architectural 
practices as its starting point and will have a historical fo-
cus on practices in urban contexts in order to establish an 
overview of the epistemology of critical artistic practices 
since the period following the Second World War. 
The following sections, Context and Curation, will sketch 
the context for public arts curation in urban fields by out-
lining the different rationales by which the critical prac-
tices are shaped and influenced. This sketch of the differ-
ent rationales in the field will operate as a springboard for 
mapping the curatorial models operating in the nexus of 
urban planning and public arts curation discourse that 
have emerged after Second World War. The most impor-
tant curatorial models within the context of public arts 
curation that will be presented are biennials, socially en-
gaged art, re-generational programmes, festivals, cultural 
events and critical spatial practice as curatorial practice. 
The presentation of these positions will make it possible 
to frame the further discussion which will be presented in 
the following chapters on the position and merits of the 
model of critical curatorial practice in the curatorial and 
urban field. In this chapter there will thus be a particu-
lar focus on historical and contextual matters relevant to 
the four forthcoming cases that unfold in Berlin, London, 
Roskilde and Copenhagen.
A HISTORY OF CRITICAL SPATIAL PRACTICES 
Critical practices emerged with their inspiration in critical 
theory. The most significant developers of theory inform-
ing this field of research and the critical thinking around 
it emerged from the Frankfurt School, a group of thinkers 
and theorists originally situated in Frankfurt am Main in 
Germany. In 1923 the Institut für Sozial Forschung was 
started by a group interested in neo-Marxist research, 
including Theodor Adorno, Max Horkheimer, Herbert 
Marcuse, Walter Benjamin and later Jürgen Habermas. 
Their writings derived from an interest in the political 
economist Karl Marx, the philosopher G.W.F. Hegel and 
the psychoanalyst Sigmund Freud. As a group they were 
interested in rethinking or redeveloping Marxist ideas in 
relation to the cultural and economic development of so-
ciety in the early twentieth century by offering an eman-
cipating alternative to normative attitudes through reflec-
tion and critical thought (Rendell 2006, p. 8). They were 
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interested in Hegel’s dialectic as a model for reflection for 
realisation as a metaphysical and philosophical starting 
point for a reflective thinking and critical approach. 
The academic influence of this critical methodology has 
been far-reaching in terms of the educational institutions 
in which the tradition is taught. The core issues here in-
volved a critique of modernity and capitalist society, in-
cluding a definition of social emancipation and the per-
ceived pathologies of society. Critical theory provides a 
specific interpretation of Marxist philosophy and reinter-
prets its central economic and political ideas, including 
commodification, reification, fetishisation and the critique 
of mass culture (Guess 1981, p. 2). 
The members of the Frankfurt School distinguished criti-
cal theory from scientific (positivistic) theories. The two 
different kinds of theories differed in three crucial points: 
1. Whereas scientific theory aims for an instrumental 
and goal-oriented use, critical theories aim for 
emancipation or enlightenment, making hidden 
coercion visible to agents of society and freeing them 
from that coercion.
2. Scientific theories and critical theory differ in their 
logical and cognitive structures, since scientific 
theories are understood as objectifying while critical 
theory are understood as reflective or even self-
referential. In objectifying theory one can distinguish 
between the object and the theory to which the object 
refers, meaning that the theory in itself is not a part 
of the object domain. Critical theory is understood 
as a part of the object domain it is addressing and is 
therefore in part always about this domain. 
3. Evidence for research differs in that scientific theory 
claims empirical evidence through experimentation 
and observation while for critical theory a different 
kind of confirmation is cognitively acceptable if 
it survives a complex process of evaluation which 
demonstrates that such confirmation is acceptable in 
reflectiveness (Ibid, pp. 55-56). 
Critical theories aim at emancipation and enlightenment 
as a social transition from an initial state to a final state. 
This is described as moving from an initial state of false 
consciousness and coercive existence to the realisation 
that the unfree conditions from which agents suffer are 
self-imposed, thus enabling agents to operate freely be-
cause they have been enlightened and emancipated (Ibid, 
p. 58). These are a few of the core elements that distinguish 
critical theory from scientific theory. 
The school of critical theory influenced the theoretical 
landscape of reflective and dialectical thinking not only 
in sociology but also in a wider range of fields, including 
aesthetic and spatial theory. Theorists like de Certeau, 
Lefebvre, Bishop and Rendell all find inspiration for their 
writing and practices in critical theory. 
Rendell has taken a specific starting point in critical the-
ory and invented her own approach, i.e., critical spatial 
practice, in which she argues that spatial practices have in 
the nature of their spatiality an intervening relationship to 
the context in which they operate. She turns her interest 
to artistic practices operating outside the gallery, which in 
the relationship with the context they encounter engage 
with the kinds of control and restraint to which architec-
ture is usually subjected. In many public projects, art is ex-
pected to take up functions and alleviate social problems; 
but at the same time art can operate critically and ques-
tion the terms and framework of the projects themselves. 
According to Rendell, this kind of art can be understood 
as critically engaged, working in relation to predominant 
ideologies, questioning them and drawing attention to 
wider social and political problems—hence her use of the 
term ‘critical spatial practice’ (Rendell 2006, p. 4). She ar-
gues that the dialectic relation between site and interven-
tion opens the possibility for a reflective practice that oper-
ates not only spatially but also through the reflective level 
it opens as a dialectic between theory and practice. 
A HISTORY OF CRITICAL PRACTICES
Rendell thoroughly analyses a number of examples of criti-
cal spatial practices in her book Art and Architecture: A Place 
Between (2006). In the context of this research, Rendell’s 
perspective will be expanded with a broader framework 
that emphasises not only the represented aspect of critical 
spatial practice but also relates this to the development of 
urban and curatorial practices that operate and are of im-
portance for this particular research. Rendell’s historical 
references begin in the 1960s at which point art could be 
understood as a new kind of spatial practice occurring be-
yond the gallery. In this trajectory it is vital to include a few 
points that occurred before the 1960s to provide a histori-
cal background that covers not only artistic practices but 
also architectural movements and urban planning. 
In his book on what he calls dialogical art, Conversation 
Pieces: Community and Communication in Modern Art, the 
art historian Kester shows how already in the 1930s during 
Dadaism there was an interest in the reflective on the part 
of German artists like Hannah Höch and John Heartfield. 
They worked by cutting images out of mainstream 
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magazines in their photomontages, juxtaposing images to 
take on new meaning and to disrupt the glossy representa-
tions of consumer-oriented magazines (Kester 2004, p.6). 
At this time there was a growing interest in art that could 
bring together art and life and politics. Bishop points to 
the performative aspect of Dadaism in Paris, under the in-
fluence of André Breton, through which the group shifted 
its relationship to its audience from performances as com-
bative cabarets towards participatory events in the public 
sphere (Bishop, 2012, p. 41). 
The Dadaist movement was the first group of artists to 
claim to be an artistic avant-garde, celebrating irration-
ality, coincidence and nonsense as a critique of existing 
societal powers. This was done by positioning everyday 
objects as art and rejecting the institutional framework 
for aesthetic values. The most significant work from this 
period is the introduction of the ready-made by Marcel 
Duchamp. Already in 1917 he submitted the now-famous 
‘Fountain’, a urinal signed ‘R.  Mutt’, to the Society of 
Independent Artists exhibition, only to have the piece re-
jected. The piece was then an object of scorn within the 
art world, but ‘The Fountain’ has since become canonised 
as one of the most recognizable modernist works of sculp-
ture, and is a symbol of the starting point of what is now 
known as the artistic avant-garde (Hopkins 2000). With 
his urinal, Duchamp was criticising the artistic establish-
ment for being too estranged from everyday life, and there-
by also criticising the modernist approach for having too 
little interest in the emancipatory potential of art. 
TECHNOLOGICAL FASCINATION AND SOCIAL VISIONS 
At this point in history the architectural scene was influ-
enced by a fascination with technological progress and the 
ways in which new technology and materials made it pos-
sible for cities to be designed on the basis of rational and 
scientific ideals, which was a movement with its basis in 
social and ideological ideals. Le Corbusier was the pioneer 
of the architectural modernist movement that flourished 
with the emergence of social visions behind comprehen-
sive master plans intended to enable more functional cit-
ies. These visions were framed by the Athens Charter in 
1933, which was binding for most modernist architects un-
til the 1970s. The charter agitated for the partition of cities, 
which were understood as chaotic organisms developing 
uncontrollably. The vision was to split up cities according 
to function in separated areas: residential, administrative 
and productive areas, as well as areas for consumption and 
leisure. This separation would allow a more functional ap-
proach that opened the way for “an open floating plan” 
oriented towards the proportions of the human body and 
its need for light, air and sun (Corbusier 1929 (2000)). 
This period also proved to be the starting point for critical 
theory for the Frankfurt School, as briefly outlined above, 
which symbolised the beginning of an artistic distanc-
ing from modernistic formalism and its lack of interest in 
socio-economic challenges. Thus the modernistic archi-
tectural approach was accused by its critics of developing 
living-machines that had very little to do with a critical 
and reflective approach towards society. 
The Fordist society of the post-war era was focused on mass 
production in order to create economic growth. The na-
tional state played an important global role in the establish-
ment of the welfare state, which later on was weakened by 
the internationalisation of economic activities. According 
to Professor of Sociology Bob Jessop (2004), the crisis in 
the welfare system has had a key influence on the role of cit-
ies and their development. A post-Fordist society was based 
on hyper-mobile key capital movements and a knowledge-
based economy, meaning that the nation-state was degrad-
ed in terms of economics, politics and socio-cultural man-
agement. This led to a regeneration of the local, urban and 
metropolitan as places of economic competition. In this 
way cities gained a key role in the global economy.
Jessop describes the new role of cities as part of a more gen-
eral structural transformation, replacing the Fordism-led 
economy and its Keynesian welfare state with what Jessop 
(2004) terms ‘the Schumpeterian Workfare Post-National 
Regime’, so-named after the Austrian-born American 
economist Joseph Schumpeter. This new paradigm was 
characterised by the promotion of international compe-
tiveness and innovation rather than the prioritization of 
full employment and planning (Ibid, pp. 51–52). Urbanity 
was an important focus of both economic and social policy. 
The focus was now on entrepreneurship, independence and 
self-organised structures rather than on top-down plan-
ning. The period was generally understood as a time of 
cultural unrest and upheaval, including ideological battles 
between elite and mass culture, as well as experimentation 
with ways of living and an expansion of the societal frame-
work. New discourses on public involvement and political 
transparency influenced urban development.
THE AVANT-GARDE
Critical approaches towards modernism emerged from 
different practices in the period after the Second World 
War. The critique focused on the condition of society in 
the post-industrial era, and challenged the idea of mass 
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consumption. The Situationist movement was one of the 
most distinct artistic movements operating in the urban 
context in this period. Departing from the classical Marxist 
emphasis on the primacy of production, Guy Debord, one 
of the leaders of the Situationist movement, argued that 
everyday life, with its alienating work routines and stulti-
fying restrictions, needed to be interrogated as rigorously 
as class relations (Debord 1967 in Hopkins 2000, p. 163). 
According to the Situationists, the transgression of the ar-
tistic avant-garde into everyday life should be absolute; oth-
erwise it would not express a revolutionary consciousness. 
According to Debord, Dada had focused on the negation 
of art and bourgeois culture while the Surrealists focused 
on the realisation of art in life. The Surrealists therefore 
continued where the Dadaists had left off, but without re-
flecting on the destruction of art, which Dada already had 
forsaken (Bolt 2004, p. 31). The Surrealists were suggest-
ing a new way of living driven by desire, and Debord ac-
knowledged that the Surrealistic programme was rich in 
constructive possibilities that served as the inspiration for 
the Situationists. The Situationists denounced the myth of 
social freedom and satisfaction promoted by forms like ad-
vertising, asserting that this kind of representation merged 
into a monolithic spectacle. The idea of the spectacle origi-
nated in the key book of Debord’s oeuvre, The Society of 
the Spectacle. Published in 1967, the book devised strate-
gies for undermining society’s control. The Situationists 
created playfully disruptive principles of mapping that in-
volved the rearrangement and detailing of existing maps, 
routes and sign-systems as interruptions of civic life in the 
public sphere (Debord 1967). Debord’s critique explains 
why engagement, disruption and participation are impor-
tant in critical artistic practices. His writings on divisive 
and alienating effects in The Society of the Spectacle (1967) 
and his insistence on the importance of collectively pro-
duced situations have for many artists and curators on the 
left been a cornerstone in their critical understanding of 
art. Unfolding a historic trajectory of participation in her 
2012 book Artificial Hells: Participatory Art and the Politics 
of Spectatorship, Bishop explains it thus:
It [participation] rehumanises a society rendered numb and 
fragmented by the repressive instrumentality of capitalist 
production. Given the market’s near total saturation of our 
image repertoire, so the argument goes, artistic practice can 
no longer revolve around the construction of objects to be 
consumed by a passive bystander. Instead we must be an art 
in action, interfacing with reality, taking steps – however 
small – to repair the social bond  
(Bishop 2012, p. 11). 
In the quoted passage, Bishop highlights the importance of 
The Society of the Spectacle and the Situationist movement as 
a particularly important reference point, while understand-
ing the critical task of contemporary participatory practices. 
The Situationists behavioural disorientation encouraged 
the disruption of everyday life through loss of control—a 
nomadic and restless position that allowed them to reposi-
tion themselves in urban space by exploring new routes, and 
was thereby a rejection of following given pathways. 
The Situationist Internationale became the unifying 
movement of a group of artists and architects who took 
a critical approach to the current development of society. 
The core agenda for the Situationists was to become in-
volved in and to interrupt public debate so as to question 
the current reality and narrate alternatives with a more 
playful, aesthetic, ethical and social agenda as a way of 
expressing the avant-gardistic project of an artistic prac-
tice free from institutions and as a critical juxtaposition of 
modernism (Ibid). 
THE ARCHITECTURAL AVANT-GARDE
Up until 1960 the Situationist Internationale was one of 
the leading movements in this field, but the movement 
then split into two directions. One was oriented around the 
performative staging of critical interruptions in the public 
sphere, while the other sought to develop utopian visions 
for newly built environments and formed the architectural 
group Archigram. In the 1960s this British group rejected 
conventional architecture to propose temporary moveable 
cities. Their style was inspired by pop art and psychedelia 
in drawings and models in which architecture was repre-
sented with dynamic qualities such as flying, moving and 
driving (Marling and Kiib 2011, p. 49). Archigram were 
focused on rethinking social space and building technol-
ogies. Even though most of the projects they envisioned 
were at the limits of possibility and remained unrealised, 
the group became a focal point for the architectural avant-
garde since they aimed to redefine the purpose of architec-
ture and wanted to provide equipment for amplified living 
of everyday life (Sadler 2005). 
A movement that found inspiration in the critical and no-
madic approaches from Europe emerged simultaneously 
on the Asian continent. The Metabolists were a post-war 
Japanese architectural movement that aimed for change-
able and dynamic architecture. The Metabolists under-
stood humans, cities and architecture as integrated parts 
of nature, of which growth and change are fundamental 
principles. They regarded human society as a vital process, 
“a continuous development from atom to nebula” (Noboru 
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1960). A manifesto of Metabolism was presented in 1960 at 
the World Design Conference in Tokyo by an interdiscipli-
nary group of students from the MIT studio of the famous 
architect Kenzo Tange. Known for integrating traditional 
Japanese style architecture with modernism, Tange had 
fostered a group of thinkers and idealists. Their proposal 
was for a new kind of urbanism with its roots in Japan, and 
their manifesto proposed a total transformation of the 
country. The momentum of the Metabolist group was ac-
celerated by the three additional powers of bureaucracy, 
business and media interlocking with the major vulner-
abilities of the challenging landscape of Japan, which was 
running out of space for settlement and was challenged 
by natural phenomena such as earthquakes and tsuna-
mis. Modern technology and design possibilities offered 
the Metabolists the possibility of transcending Japan’s 
structural weaknesses, mobilised through structural solu-
tions that exploited new terrains: the sea and the air, etc. 
(Koolhaas 2009, p. 13). 
The Situationists, Archigram and the Metabolists can 
be understood as movements that sought to change so-
ciety by proposing utopian strategies, often referenced 
by contemporary art movements concerned with tem-
porary modes of changeability. For Archigram and the 
Metabolists, the fluxing transformation was connected to 
the technological progress in the second part of the twen-
tieth century.
NEW SITES
Kester refers to the art practices of the 1960s and 1970s 
as a ‘post-Greenbergian diaspora’, a period in which the 
critique of art institutions and discourse was expanded 
into positive new kinds of practices directed towards the 
world and audiences beyond the gallery. The art historian 
Clement Greenberg advocated for modernistic art and 
particularly celebrated abstract expressionism’s formal 
and contemplative qualities as a form of avant-garde that 
could resist political interference in artwork. His approach 
is understood as the historical avant-garde. 
One artist who explored practice outside of the gallery was 
Allan Kaprow, whose performance-based actions and hap-
penings linked new forms of inter-subjective experience 
with social and political activism as a new collaborative ap-
proach (Kester 2004, p. 9). Kaprow was part of the Fluxus 
Movement. The first Fluxus Festival was held in Wiesbaden 
in Germany, celebrating the fusion and movement of life 
and things. George Maciuna founded the movement in 
1963 in order to combine cultural, social and political 
revolutionaries in a united action front (Maciuna 1963). 
Fluxus became a broad international movement with mem-
bers all over the world, mixing artistic genres across bor-
ders. It was characterised by a do-it-yourself culture. Since 
they were experimenting across genres, mixing music and 
art and daily life, they often had to invent new methods 
and find alternative funding sources (Friedman 2012, p. 
374). Fluxus refused to be an art movement, its members 
instead perceiving themselves as practitioners of everyday 
life in order to develop their practices to respond to real life 
and the current state of society. Artists like Joseph Beuys, 
Yoko Ono, Nam June Paik, Alan Kaprow, John Cage, Per 
Kirkeby, Bjørn Nørgaard and many others were involved. 
Fluxus followed the Situationist project by expanding the 
performative practice of everyday life to design and mu-
sic, and celebrating ephemerality through a wide range of 
performative activities and in the very name of the group 
itself, which can mean both ‘flow’ and ‘change’. The group 
expanded the Situationist project with a wider range of dis-
ciplines in a concept they called ‘intermedia’, using multi-
ple disciplines and creating hybrid forms by crossing the 
boundaries of disciplines and media (Ibid, p. 380). 
The underlying idea of Fluxus was the notion of flow as 
transformation. In flux, unpredictable events happen due 
to encountered restrictions and frameworks. Thus a rule or 
diagram is understood to offer the necessary constraints 
for events to take place, since it is through this relation-
ship between constraint and event that the unpredictable 
performative act emerges. The frameworks were often 
concepts or rules written down, drawn or spatially illus-
trated, and anyone was allowed to perform the work, in ac-
cordance with the idea of a living art form (Samson 2010, 
pp. 162–163). Ken Friedman, who was a part of Fluxus, 
argues that the movement became a laboratory, a living-
room and safe harbour for a wide variety of practition-
ers who had nowhere else to go (Friedman 2012, p. 377). 
Kaprow experimented with participatory happenings, and 
the conceptual artist Beuys invented the concept of social 
sculpture in the sense of a work of art made by many and 
transformed each time there was an interaction. He de-
clared that art has revolutionary potential and that every 
human can be understood as an artist from their revolu-
tionary thoughts and actions (Hopkins 2000, p. 88). The 
concept originates from the artist, but the final result of 
the project is beyond the artist’s control. Beuys’ artist’s 
concept is connected with his statement that ‘everybody is 
an artist’, whereby he points out that every human being is 
a creative being, a creator who can be productive in many 
ways. Beuys called for creative activism in all aspects of 
life, and understood that through an expanded concept of 
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creativity led by participation, and by becoming creative 
parts of what he named ‘a social architecture’, participants 
could become artists. However, the focus was not only on 
the creativity of the process and how it embodied certain 
processes as psychological and social, but also on how this 
process unfolds in material forms and materialised objects 
(Rendell 2006, p. 165). 
Fluxus was, and to some extent still is, a driven practice, 
uninterested in interrupting society with constructed 
situations that could spur criticism of existing socioeco-
nomic and institutional conditions. Instead, it rejected 
the structures of society through hopeful, playful and 
proactive interdisciplinary experimentation (Friedman 
2012, p.378). With their utopian attitudes, these move-
ments are examples of how the city and daily life were able 
to be disrupted and reconceived in the period from the 
1950s to the 1970s, and how these ideas evolved around 
an overall critique of society. 
SPATIAL INTERACTION
Michael Fried’s work of 1967 on minimalist art, Art and 
Objecthood, recognized by many critics as a highly influ-
ential essay, theorises on the shift in twentieth-century 
practices and explains it as a focus on and towards audi-
ence interaction with art, especially Minimalist art, which 
Fried critisises and calls both ‘non-art’ and ‘theatrical’. He 
employs the concept of theatricality to artists like Roberts 
Morris, Robert Smithson, and Donald Judd, since their 
work includes contextual factors such as the light, scale and 
physical arrangement of the gallery or site where the work is 
situated. Kester describes how their work in different ways 
“anticipates and play off the viewer’s physical dialogue and 
cognitive response through manipulations” (Kester 2004, p. 
47). Theatrical art interacts with audiences through formal 
cues that make them conscious that the aesthetic experi-
ence is conditional, contextual and created through interac-
tion and situatedness. Fried proposed through his critique a 
new spatial and theatrical concept of art in the gallery that 
would leave the immanent and contemplative modernist 
work behind (Fried 1967, p.100). 
The work of spatial practices beyond the gallery emerged 
in the 1960s and ‘70s. For the generation of artists and 
contemporary art curators in the 1960s, the critique of 
traditional arts institutions was a matter of course and the 
beginning of a more expansive concept of institutional 
critique. The most well known example of this phenom-
enon and its paradigmatic impact is the project organised 
by Harold Szneemann in Kunsthalle Bern in 1969, When 
Attitudes Becomes Form, in which the artists inhabited 
the gallery and created their works on site for a specific 
space (Gleadowe 2011, p. 81). Large-scale sculptural pro-
jects were erected on remote sites as a critique of the art 
institution and the gallery system and the role of art as 
commodity. Here an expanded concept of sculpture was 
relocated outside the institution and depended on its rela-
tionship with the site-specific context and nature in which 
it was situated (Rendell 2006, p. 25). This is an art form 
that, through its relationship with nature and materials 
from the landscape, built a relationship with nature in-
stead of the art institution. One of the most outstanding 
artists in the movement was Robert Smithson. His Spiral 
Jetty project of 1970, built out into the Great Salt Lake in 
the United States, is one of the most distinct works of this 
genre. Artists such as Smithson used mechanical earth-
moving equipment to make their artworks, while other 
artists made minimal and temporary interventions in 
the landscape, such as Richard Long, who walked up and 
down until he had made a mark on the earth. Along with 
other so-called land artists such as Michael Heizer, Nancy 
Holt, Walter de Maria and Robert Morris, Smithson and 
Long intervened in the landscape on a huge scale either by 
moving natural materials or constructing large-scale in-
stallations (Ibid, pp. 23–24). 
However, land art was usually documented in artworks us-
ing photographs and maps which the artist could exhibit 
in a gallery. Land artists also made land art in galleries by 
bringing in materials from the landscape and using them 
to create artwork for the gallery (Kwon 2004, p. 33). In 
this way they developed a relationship with the institution, 
where on the one hand they used the remoteness of the 
projects to explore spatial relationships and strategies with 
sites, but on the other hand also had a relationship with the 
institution that served the role of commissioning, exhibit-
ing or publishing catalogues on the projects for an audi-
ence that would be able to experience the projects through 
the presentation and communication of the art institution. 
The late 1960s and the early 1970s were thus an era when 
artists and curators started to seek intellectual and pro-
fessional independence from their main source of author-
ity: artistic institutions. This reaction against authority 
emerged simultaneously with the international youth re-
volt that started in Berkeley in 1968. The artist Andrea 
Fraser stated in an interview that curators were working 
toward professional autonomy, which to some extent was 
inspired by the way contemporary artists were question-
ing their own autonomy (Fraser 2005). Criticism of insti-
tutions arose with projects debating the role of the curator. 
Up to this point, curatorial practice had been something 
picked up through experience in art institutions. The new 
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relationship between art and its audience was calling for 
reflection upon and re-thinking of the role of the curator 
(Gleadowe 2011, p. 82).
In the aftermath of the youth revolt, new perspectives and 
practices emerged across the Atlantic. As the 1970s pro-
gressed, practices were focused on gender, culture and iden-
tity and brought about new critical performative practices 
that contested the power relations between sexes and races. 
This is also the point in history at which Roskilde Festival 
emerged. This perspective will be unpacked in chapter four 
in a thorough introduction to Roskilde Festival. 
NEW INVOLVING STRATEGIES
In the 1970s the failures of the Modern Movement be-
came increasingly apparent to architects, who thus sought 
to amend and recalibrate the balance between architects 
and users. New approaches and methods were developed 
to involve users in design processes through workshops 
and the establishment of local neighbourhood offices. 
Another strategy was put forward by the self-build move-
ment, which involved users not only in design processes 
but also in the construction process. 
The radical works of socially engaged architects sought 
to minimize the role of the architect by integrating the 
involvement of users in the design process itself. The aim 
was to allow users to take control over their own dwellings 
and spaces, empowering users while redefining the role of 
the architect. Radical strategies were developed by social-
ly engaged architects such as the British architect Ralph 
Erskine and the Belgian architect Lucien Kroll, who both 
in different ways sought to reduce the role of the architect 
by involving users in the design process (Rendell, pp. 170–
171). Erskine maintained the role of architect and manager 
and argued that best role for the architect to adopt was that 
of offering participants to choose from a series of differ-
ent options that could be synthesised into the final design. 
Kroll was interested in how participants interacted (Ibid). 
He became well known for the Maison Médical, a student 
dormitory at the University of Louvain. The design was 
developed as an evolving model in intense consultation 
with the students and employees who would use the build-
ing. Kroll describes his vision: 
What we need instead is an area of freedom to help 
creativity. What we have been doing for years in our office is 
to go to the place and ask the people to help us in organising 
their landscape. We are the architects, and I don’t want to 
escape from that responsibility of being or deciding, etc., but 
I do not want to decide alone. 
(Kroll 2005, p. 186). 
This quote illustrates how Kroll pleaded for an opening up 
of and involvement in the design process to a social pro-
cess based on collaboration. 
The years around 1973–74 are generally understood as a 
turning point in the post-war economic fortunes of Europe 
and America. After a ‘golden age’ that had lasted since 
1950, an era of instability set in. Rising oil prices in the 
aftermath of the Arab-Israeli War caused Europe’s econo-
mies to become inflated and go into recession in 1973–74, 
and again in 1979–83. The ideology of the Fordist model 
of mass production seemed to have lost its momentum and 
the period of late capitalism was underway. Neoliberalism 
as a broad political and economical strategy is bound to 
neoliberal governmental shifts that took place in Great 
Britain, Germany and the USA in the late 1970s and ear-
ly ‘80s, and can be understood as a way of responding to 
the crisis of Fordism. Margaret Thatcher became Prime 
Minister of the United Kingdom in 1979, Ronald Regan 
became President of the United States in 1981, and Helmut 
Kohl became Chancellor of Germany in 1982. This shifted 
global political power to the right, involving the adoption 
of policies of economic deregulation and an allied relativi-
sation of values. Thatcherism, which became a common 
term for this political direction, promoted the idea of an 
enterprise culture predicated on personal (and entrepre-
neurial) initiative rather than an ideal of social cohesion. 
According to Skot-Hansen, the UK implanted from the 
1980s a version of instrumentalised cultural planning in 
which the arguments of investing public funding in cul-
ture and arts in urban contexts are closely related to an 
idea of the useful effects that culture and the arts can have 
on society (Skot-Hansen 2007, p. 72).
The ideals of involvement, whereby participators would 
have the opportunity to influence the architecture in which 
they were working and living, sparked the emergence of a 
new movement: the Community Self Build agency. The 
agency emerged in the UK in 1989 as a non-profit organi-
sation promoting self-build housing initiatives focused on 
those in need of housing, including the unemployed, the 
young, and those on low incomes. Amongst the missions 
for the community was that of lobbying local authorities 
and housing associations to include self-build housing in 
their development strategies, to secure funding, establish 
housing cooperatives and involve architects who could 
design housing with appropriate construction techniques, 
thus making the self-build community available for people 
without building skills (http://www.spatialagency.net/
database/community.self.build.agency). Self-build initia-
tives were on the rise and such communities also emerged 
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as a social movement in Germany and Denmark. In 
Germany the self-build community was part of an urban 
redevelopment programme driven by a broad group of in-
stitutions in the former West Berlin Kreuzberg, where self-
build was only one aspect among many in the programme 
(Byggeriets udviklingsråd 1986, p. 9). 
Some artists and critics did respond to the capitalisation of 
culture and the privatisation of society during this period, 
even though contextual changes had made interventions 
more difficult. Their strategies were Situationist and con-
cerned with re-inscriptions of given representations by, 
for example, American ACT-UP artist group, including 
posters by Barbara Krueger and projections by Krysztof 
Wodiczko issued in the mid- to late 1980s addressing such 
issues as the AIDS crisis, the right to abortion, and apart-
heid (Foster 1996, p. 172). According to Hal Foster, this 
period and these practices introduced a new paradigm 
for the artist: the artist as ethnographer. In this new para-
digm, the object of contestation remains in large part the 
bourgeois-capitalist institution of art (the museum, the 
academy, the market and the media) and its exclusion-
ary definitions of art and artists, identity and community. 
Foster argues that this change denotes a shift from a sub-
ject defined in terms of economic relation to one defined 
in terms of cultural identity (Ibid, p. 173).
AFTER THE WALL
After the fall of the Berlin Wall and the end of the Cold 
War at the end of the 1980s, a new focus on social rela-
tions emerged both in artistic and architectural practices 
in urban contexts and within the institution. The agency 
of art and the role of the institution became a paradigm 
whereby critical position and agnostics were replaced by 
a more optimistic approach to art’s ability to establish 
and nurture social relations. The fall of communism and 
the final elimination of the Iron Curtain opened the pos-
sibility of a new paradigm for which Cold War liberalism 
had paved the way: an economic practice of free prop-
erty rights, free markets and free trade. These ideas and 
economic changes also foreshadowed a political change 
(Harvey 2005). A further expansion of the neo-liberal 
political situation emerged with the introduction of New 
Labour in Great Britain. New Labour refers to the British 
Labour Party from the mid-1990s to the early 2000s under 
Tony Blair and Gordon Brown (Bishop 2012, pp.13–15). 
The political philosophy of New Labour was influenced by 
the party’s development of Antony Giddens’s ‘Third Way’, 
which attempted to provide a synthesis of capitalism and 
socialism. New Labour encouraged the development of 
local cultural strategies involving a broad cultural field in 
which culture would not only stimulate economic growth 
but also solve social challenges. 
THE CULTURAL TURN 
The concept of employing an experiential dimension to 
promote cities expanded towards the end of the twentieth 
century. The sociologist Gerhard Schulze argued in Der 
Erlebnisgesellshaft (1992) that the ‘experience society’ was 
already emerging in West Germany in the mid-1980s, his 
argument being that the western world had moved in the 
1960s and ‘70s from a scarcity society to an abundance so-
ciety. The concept of the ‘experience economy’ was coined 
by the industrial economists Pine and Gilmore (1999), 
who argued that consumption was more and more driv-
en by the experience connected with our consumption. 
Richard Florida, among others, has linked the concept of 
the experience economy to urban development. He has ex-
plained economic growth in cities as occurring through a 
particular group he calls the ‘creative class’, a broad group 
consisting of artists, creative industries, immigrants and 
minority groups and a broad group of professionals who 
have the capability of propelling gentrification, including 
raising property and land prices, through their nomadic 
mobility in metropolises while seeking for housing and 
workspaces with payable rent and likeminded neighbour-
liness (Florida 2002). 
Marling, Kiib and Jensen argue that a new approach 
to urban development has emerged in the postmodern 
paradigm—a more network-based paradigm for urban 
planning and development which they call New Urban 
Management. A displacement in the relationship between 
the state and the market has established a new form of ur-
ban management, they say, in which the state and the mar-
ket and civil society are entering new hybrid relationships. 
This displacement involves a dissolving of roles and a shift 
from governmental, formulated, political, hierarchical and 
formal bureaucratic organisations and managerial logic to-
wards a governance-oriented logic that can be described as 
an interactive, network-based and more informal manage-
ment style (Marling, Kiib and Jensen 2009, pp. 54–55). 
National urban development can no longer be detached 
from the globalised order, since the societal change that 
is taking place in Western societies can be understood 
as a shift towards an immaterial and experiential search 
for stimulation. Despite massive inequality and welfare 
challenges at global level, this shift has provided new in-
strumental tools for city-branding through culture and 
experiences. As experience and culture become more and 
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more influential, cities are ever more engaged in creating 
attractive images and representations of their local char-
acteristics (Ibid, p. 57). Politicians thus employ experience 
and culture as an instrument in urban policy discourse, 
using slogans such as ‘Life before the city’ (Køge Kyst), 
‘Eventful Copenhagen’, ‘A living part of the city’ (Musicon, 
Roskilde), to mention only a few examples that reflect an 
urban policy discourse in which temporary culture and ex-
periences are employed as important testbeds and catalys-
ers for the development and regeneration of urban areas. 
Marling, Kiib and Jensen argue that cities have always had 
to make themselves attractive for investment and settle-
ment, and thus development has throughout history been 
dependent on the prevailing dynamics between state, mar-
ket and civil society. However, local urban development 
has never before been so directly influenced by global 
relations. This is a complex and broad situation that can-
not be explored adequately within the framework of this 
thesis. Nonetheless, two perspectives are important to 
mention as new tendencies caused by the global perspec-
tive. The first, as already mentioned, is that of increased 
competition between cities, with experiences and culture 
employed as forms of branding. This entails the need for a 
high level of attractions, as can be seen in the rise of new 
cultural institutions and festivals. This is also reflected 
in the architecture of cultural institutions, which have 
become more and more performative in themselves. The 
most well known example is Frank Gehry’s spectacular 
Guggenheim Museum in the Spanish city of Bilbao (Ibid, 
p. 58). Cultural institutions are employed as architectural 
urban catalysts. The second is that urban development can 
also be understood as a set of travelling ideas, which means 
that urban planners and developers find broad inspiration 
in urban development models experienced on research 
trips to exemplary cities, seeking orientation and inspira-
tion through international exchange and literature (Ibid). 
Related to these global ways of branding and planning cit-
ies, it is important to note that successful branding does not 
necessarily reflect the extent to which experiential and cul-
tural urban development projects are honouring the poten-
tial of such projects for public involvement, enlightenment 
and realisation. Lorentzen and Hansen state the following: 
Urban culture is put on the agenda as many different issues 
at the same time: a culture of knowledge and learning, a 
physical culture for play and performance, a tolerant culture 
for the social encounter, and a participatory entertainment 
culture that reaches far beyond street musicians and café 
latte. The projects intervene in city life and the citizens’ use of 
the city’s venues and available cultural offers (Lorentzen and 
Hansen 2009, p. 884).
The quotation reflects the extent to which multiple ra-
tionales are set into play in cultural-oriented planning. 
However, such planning has been critiqued for focusing 
more on the instrumental values of culture than on its en-
lightening and experiential potential, which leaves an un-
explored potential. Thus the situation has generated new 
hybrid arenas for self-organised cultural production. 
THE SOCIAL TURN
Architect and urban planner Peter Schultz Jørgensen 
(2008) argues that we can understand the new networked 
and changeable tendencies as a new paradigm for urban 
planning. According to him, the new paradigm is char-
acterised by more open processes of urban development 
and planning, in contrast to more closed traditional pro-
cesses. Related to Marling, Kiib and Jensen’s concept of 
new urban management, the focus is now, according to 
Jørgensen, on involvement, changeability, quality and cul-
ture through dialogue, research, network development be-
tween the different stakeholders and agencies to facilitate 
a more holistic perspective on the planning process. Thus 
he argues that temporality has become an important ele-
ment in urban planning as a way of involving the public 
and creating urban life during the development process by 
testing and opening up the planning period. In this way 
simultaneity is created between activities and physical de-
sign, and temporality becomes a mediator between agents, 
requirements and visions in the creation of urban environ-
ments (Jørgensen 2008, p. 40). 
The British professor and urban planner Patsy Healey pre-
sents a more critical perspective on the movement of col-
laborative planning. She argues that it is a tendency that is 
appearing across the landscape of urban regional and en-
vironmental governance in Europe, the United States and 
in the developing world, promoting participatory planning 
and collaborative policy-making (Healey 2006, p. 318). 
Healey stresses the dialectic of collaborative planning, be-
tween pushing towards a more inclusionary approach to 
the governance of collective concerns about co-existence, 
which forces both pulling ideas and practices back to more 
rationalist and corporatist ways, and towards alternative 
approaches. According to Healey, this is as a paradoxical 
result of collaborative and yet target-driven and criteria- 
driven development (Ibid, p. 320).
NEW GENRE PUBLIC ART 
In 1995, Lacy coined the term ‘new genre public art’—a 
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genre operating in public spaces in a socially engaged man-
ner that was not acknowledged by avant-garde art dis-
course. Having developed a diagrammatic approach to 
the public art field, Lacy argued that ‘new genre’ is used 
as a term to describe artists working within this field and 
drawing on ideas from vanguard practices, and has devel-
oped not only a new sensibility towards the audience but 
also social strategies and increased effectiveness. These 
new kinds of social practices were met with an aversion to 
the aim of ‘doing’ work that affected or transformed, and 
were often seen by their detractors as not being art, ac-
cording to Lacy (1995, pp. 20–21). 
Lacy’s aim was to argue that this new genre was much more 
profound for the field of art because of its socially engaging 
and critical approaches (Ibid). She stated that, within the 
history of public art, recognition has only been sporadic, 
and practice has often been categorised as embellishment, 
while overarching discourse has failed to understand the 
practices of these artists’ concerns and influences. Thus, 
Lacy concluded, “This dismemberment has allowed us to 
continue along the critical “blind path” without coherent 
theories uniting aesthetic, personal, and political goals.” 
(Ibid, p. 30)
Simultaneously, new forms of temporary small-scale prac-
tices evolved in the context of urban practice as a new 
ephemeral notion that responded to particular sites and sit-
uations. The Japanese architect Shigura Ban, for example, 
explored paper tube structures in his practice. The use of 
paper was not only a technological interest in the ability of 
the material but also a desire to design solutions for partic-
ular kinds of social problems, such as shelters constructed 
of reused and accessible materials for homeless people in 
the aftermath of natural disasters (Rendell 2006, p. 171). 
A wave of young architects with similar interests in social 
engagement emerged in the 2000s, primarily in Germany, 
France and the UK, and they have had a significant impact 
on urban planning and design by contributing interven-
tionist and theatrical dimensions to planning practice. 
Groups like the Urban Catalysts, raumlabor, Public Works 
and Exyzt have been among the most important contribu-
tors to this movement. Their practices are distinguished by 
a curious, experimental, playful and open-ended approach 
to urban landscapes. Their projects often involve spatial 
temporal interventions in public spaces, where places are 
researched and reframed as places through social events 
and design. Their design approaches are often sensitive 
and humorous, but still critical towards the situations and 
contexts they operate in, and their projects often function 
as temporary question-marks within urban spaces, where 
an alternative is staged with a humoristic and performative 
approach. The groups all use architecture as a method for 
social interaction and emancipation by narrating critique 
through staged and designed interventions, often in ne-
glected or under-prioritised areas or as solutions to social 
problems (Marling and Kiib 2011, p. 56). 
NEW FORMS OF CRITIQUE 
In recent years, the political theorists Chantal Mouffe 
and Claire Bishop have attacked the political concept 
and framework of specifically public art. They contend 
that this concept is characterised by ideals derived from 
the neoliberal paradigm that developed after New Labour 
took office in Great Britain in the late 1990s. New Labour 
encouraged art to be social, inclusive and empowering by 
asking the question: ‘What can art do for society?’ Bishop 
names this political impact on tendencies in art ‘the social 
turn’ (Bishop 2012, pp.13–15). She points out that New 
Labour’s openly instrumental approach to the cultural 
field was not a celebration of the artist but should instead 
be seen as an acknowledgement of culture’s ability to en-
courage entrepreneurial self-employment and initiative 
(Ibid, pp.15–16). 
These can all be seen as important factors in New Labour’s 
political strategy, in which, according to Bishop, art and 
artistic processes were understood as instruments. Critics 
like Bishop believe that it was the rise of cultural projects 
(and also the need to curate them) that was valuable for 
New Labour’s ideology, which celebrated the effectiveness 
of culture-led economic growth as a valuable catalyst for 
society at large (Ibid). Bishop acknowledges that inspira-
tion from avant-garde movements can be found in this re-
cent trend, but argues that the contextual terrain and con-
ditions, as well as the relationship to artistic practice, have 
all changed since those movements. She lays out a critique 
of contemporary participatory art on the basis of what she 
identifies as the problematic equation between artistic and 
political inclusion. She insists that this wave of participa-
tory projects must be understood from this perspective 
and must be judged on the ways in which the participation 
they involve interplays with a critical and aesthetic agenda. 
She argues further that we need to recognise art as a form 
of experimental activity overlapping with the world, and 
that, instead of collapsing art and ethics together, we still 
need to value art in its own right. She concludes that social 
change cannot be lead by art alone (Ibid, pp. 283-284). 
As described above, a remarkable shift to neoliberalism 
took place in the political landscape after the fall of the 
Iron Curtain, together with a renewed interest in the effect 
that the arts can have on society. This social turn has also 
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influenced art practices, urban practices and art theory, 
where new and socially engaged approaches have emerged. 
The movements of this trajectory have in common an aim 
for change, and within their practices there lie options for 
achieving change through their transformative and inter-
ruptive qualities. 
CONTEXT 
The section above has given a brief overview of the historic 
development of critical spatial practices in the urban field 
and sketched out the way in which network-based urban 
planning discourse emerged in the late twentieth century, 
influenced by an expanded cultural political discourse 
which argues that culture is an important catalyst for urban 
development. Rendell’s concept of critical spatial practice 
serves as the theoretical and historical anchor for this re-
search, and the historical trajectory outlined above is struc-
tured around her perspective. However, while Rendell’s 
investigation focuses on art and architecture as a critical 
practice that intervenes in particular sites, most often in 
public spaces and urban contexts, her writing is only partly 
concerned with the different rationales and agents of which 
the public space is currently composed. She primarily ad-
dresses the fact that the function or intention of a work can 
be understood differently depending on who is asked and 
what kind of experiential programme or event is being pro-
duced (Rendell 2006, p. 192). It is therefore interesting to 
combine Rendell’s concept of critical spatial practice with 
Skot-Hansen’s contextual mapping of rationales in the con-
text of cultural urban planning, which add a contextual di-
mension that is useful for the purposes of this research. 
ART AS A CATALYST FOR URBAN REDEVELOPMENT
Skot-Hansen shows how cultural urban development can 
be understood as urban policy aiming to brand and ad-
vertise a city through its vital and eventful image. She de-
scribes how there has been a worldwide boom in political 
interest in cultural planning since it was introduced in 
United States in the 1970s. Here the concept was primarily 
focused on the planning of culture and did not specifically 
connect culture and urban planning. When the concept 
was employed in Australia in the 1980s it was as an anthro-
pological cultural concept (Skot-Hansen 2007, pp. 72–73). 
In Great Britain, New Labour employed cultural plan-
ning as a part of their Third Way Politics. In this way cul-
ture and arts over recent decades have gained a renewed 
political focus for their useful effects in urban develop-
ment, including the launch of numerous cultural flag-
ship projects as important components of cultural urban 
planning strategies. Since it was introduced in the United 
States in the 1970s, the concept of cultural planning has 
gained widespread acceptance as an approach to develop-
ing contemporary liveable, attractive and competitive cit-
ies (Skot-Hansen 2007).
Marling, Kiib and Jensen have coined the concept of ‘the 
cultural grafting of the city’ as an aspect of cultural urban 
planning, emphasising an urban planning concept which, 
both in terms of activities and architecture, is represent-
ed as a vibrant and experiential city. They argue that new 
forms of performative and flexible urban spaces and archi-
tecture are being designed to meet demands focused on 
activities, movement, play, learning and sensory realisa-
tion (Marling, Kiib and Jensen 2009, p. 11). 
That the concept of culture in urban contexts is broad and 
multifaceted is confirmed by the urban researchers Sharon 
Zukin and Malcolm Miles, who both plead for a more nu-
anced understanding of culture and cultures and the ways 
that advocacy for urban planning is connected with cul-
ture. Miles writes that flagship cultural institutions such 
as the Tate Modern in London and the Guggenheim in 
Bilbao “imply that a cultural turn in urban policy delivers 
urban revitalisation”. He further argues that the fortune 
and turn experienced by the city of Glasgow after being 
the European Capital of Culture in 1990 has captivated 
planners and developers, encouraging them to employ 
cultural projects for their development strategies. Miles 
encourages reflection on advocacy for urban planning, 
pleading for a careful look at what culture is and for whom 
it is made (Miles 2004, p. 889). Zukin employs an anthro-
pological consideration of the everyday life of cultures in 
urban contexts to put forward her concern for the lack of 
social justice that she and Miles both perceive in cultural 
urban planning. She draws attention to how the kinds of 
cultures employed for urban redevelopment also address 
particular social agencies. She writes:
 
The Acropolis of the urban art museum or concert hall, 
the trendy art gallery and café, restaurants that fuse ethic 
traditions into culinary logos – cultural activities are 
supposed to lift us out of the mire of our everyday lives and 
into the sacred spaces of ritualized pleasures  
(Zukin 1995, p. 1). 
In the above-quoted passage, Zukin points to the way in 
27History, Context and Curation
which the kinds of culture employed in cultural urban de-
velopment also address particular social agencies, a partic-
ular social class: a high art elite which, though not neces-
sarily equated with economic capital, are, as Miles puts it, 
“new bohemians, yuppies who like rubbing shoulders with 
artists and social others in cultural spaces; absent from the 
list are those without access to consumption” (Miles 2004, 
p. 892). 
This agency resembles the characteristics assigned by 
Florida to the creative class (2002). Zukin very relevantly 
ask for whom culture is being developed – and whose cul-
ture is being developed? She points out that this does not 
mean that artists are necessarily embracing the agenda of 
cultural-led urban development, even though their pro-
ductions are feeding an industry whereby new cultural 
spaces and projects raise the value of surrounding real es-
tate and offer opportunities for developers (Miles 2004, p. 
892). These perceptive analyses of the concept of culture/s 
are useful for this research, breaking down cultural urban 
planning into different and more nuanced categories than 
Skot-Hansen’s model of the four E’s and allowing us to 
look closer at the strategies employed by the involved cul-
tures and the agents. 
A MULTIFACETED RATIONALE
In the report, ‘EUROCULT 21 – Urban Cultural 
Exchange Project in the 21st Century’, Skot-Hansen cov-
ers theoretical and empirical rationales in the field and 
finds the coexistence of different rationales to be a cor-
nerstone of the new cultural urban development. Urban 
rationales are here understood as methodological princi-
ples that can enable research and suggest a scientific di-
rection. In the context of ‘EUROCULT 21’, Skot-Hansen 
develops the model of the four E’s, a model for analys-
ing four important rationales in urban cultural policy, 
i.e. the rationales of Enlightenment, Empowerment, 
Entertainment and Economic impact, and their relations 
with each other. The model emerged from discussions 
about the emerging rationales and their interaction as a 
framework and structure of debate in the European con-
text (Skot-Hansen 2005, p. 32). 
The enlightenment rationale is focused on bringing about 
enlightenment and realisation through education and cul-
ture. Public cultural policy stems from the thinking of the 
18th century European Enlightenment, which emerged 
from humanism, reason and development (Ibid, p. 33). 
This rationale is concerned with how enlightenment 
and education can strengthen the democratic process by 
spreading greater knowledge of art, culture and cultural 
heritage. According to Skot-Hansen, public cultural insti-
tutions are facilitating of the absorption into culture and 
thereby the awareness of realisation and enlightenment. 
Even if cultural institutions have absorbed other rationales 
over time, their main rationale is anchored in an enlight-
enment rationale (Ibid). 
The empowerment rationale is connected to cultural cohe-
siveness and its ability to empower and include diverse cul-
tural groups. This rationale is historically anchored in the 
1970s and interconnected with the ‘strategy for cultural 
democracy’, a concept which, according to Skot-Hansen, 
was placed on the agenda in Europe through the great in-
fluence of the book Cultural Development: Experience and 
Policies by the French culture researcher Augustin Girad 
(Ibid). Here culture is employed as a way of including 
communities and social groups that are often under-prior-
itised or in other ways excluded from the majority in a ho-
mogeneous society. Culture should enable diverse groups 
to express and obtain identity through a broader and more 
pluralistic concept of culture. Here, as Skot-Hansen points 
out, culture becomes a policy strategy and instrument for 
social inclusion, (Ibid, pp. 33–34). 
Since the 1980s, investment in culture has been justified in 
terms of its impact on the economy. Such interest in dem-
onstrating the connection between investments in cul-
ture and urban development, i.e. the economic rationale, 
emerged both from the cultural sector, which was looking 
for new financial pathways in times of cutbacks, and from 
politicians who were searching for new ways of develop-
ing and promoting cities in a situation of increased global 
competition in terms of attracting investment, business, 
employees and tourists (Ibid, p. 34). 
The concept of the Experience Economy, developed by 
Pine and Gilmore in 1999, introduced a new paradigm 
bridging investment in culture with economic growth. 
Cultural institutions and events were also increasingly 
understood in this context as catalysts for culture-led 
urban regeneration and image-creating flagships. Skot-
Hansen further argues that discussion about culture-led 
regeneration has taken a new turn since the emergence 
of Richard Florida’s concept of ‘Creative Cities’ in his 
2002 book The Rise of the Creative Class. Florida’s con-
cept is that economic growth in metropolises is intercon-
nected with the extent to which the environment of the 
city is tolerant. Cities that are tolerant, multifarious and 
open towards creativity are able, according to Florida, 
to stimulate economic growth and should be financially 
supported. His perspective is broader than theories of 
cultural flagships as urban catalysts and provides a vision 
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of how local environments in metropolises formed by his 
model of three T’s—Tolerance, Talent and Technology—
can propel culture-led regeneration (Florida 2002). 
Florida’s perspective has, however, been criticised for of-
fering only a one-sided perspective of urban dynamics, 
power relations and agencies. In his writing he appears 
to believe that what is good for the creative class is good 
for all co-existing groups, despite economic and cultural 
differences. A critique could, for example, a demand for 
affordable housing and studio rents in contrast to propel-
ling the gentrification that the creative class brings along 
(Skot-Hansen 2005, p. 35). 
The entertainment rationale is focused mainly on popu-
lar entertainment, amusement and festivals. According 
to Skot-Hansen, this is not really a formulated goal of 
public cultural policy but rather an important intercon-
nected aspect of the capitalisation of the cultural urban 
field and our needs for leisure, playing and relaxing in 
urban contexts. The entertainment rationale can be seen 
as the predominant rationale in examples where centres 
of culture give greater priority to play at the expense of 
enlightenment (Ibid). This is a tendency that has also 
been called the ‘Tivolisation’ of culture, and in the last 
decade many cultural institutions have been criticised 
for prioritising entertainment over enlightenment, while 
changing audience expectations and matching demands 
for visitor numbers. Thus Skot-Hansen argues that en-
tertainment and enlightenment are not necessarily op-
posites, and enlightenment might be better obtained 
through enlivenment. 
CULTURAL 
POLICIES 
OF CITIES
Enlightenment
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CULTURE AND CULTURES IN URBAN DEVELOPMENT 
Skot-Hansen’s mapping of rationales is valuable as a first 
step in adding further nuance to perspectives that focus 
more explicitly on the rationales connected with public 
arts curation. The second step, undertaken in the follow-
ing section, will be that of mapping different models of 
public arts curation. Therefore this overview will start 
out from Skot-Hansen’s scheme in order to focus on how 
the urban policy rationale for the four cities studied in 
this research are opening the way for culture-led urban 
development, and how the rationales of more explicitly 
critical practices, socially engaging practices and the 
Experience Economy, can nuance the model with more 
specific rationales. 
URBAN POLICY RATIONALE
The framing of an overall rationale for urban contexts can, 
according to Skot-Hansen, be understood as an urban pol-
icy rationale led by governmental and political discourse. 
As briefly described above, urban planning has been influ-
enced by a rising focus on the role of culture in cities, which 
has increased the connection between culture and urban 
development. Skot-Hansen thus structures her scheme of 
rationales around the urban policy rationale. 
In Berlin, urban policy rationale has been strongly influ-
enced by over two decades of redevelopment and reuni-
fication of the former East and West Berlin. The mayor of 
Berlin, Klaus Worweit, was widely quoted as a mouthpiece 
for Berlin’s slogan of a decade ago, “Berlin ist arm aber 
sexy” (‘Berlin is poor but sexy’) ( www.focus.de). This im-
age was intended to attract cultural industries to choose 
Berlin as a creative hub, employing the ‘sexy’ image to cata-
lyse economic growth. The city’s low prices of housing and 
living expenses, combined with Berlin’s central location in 
Europe, were advertised as being amongst the advantages 
of a global creative hub of Europe (Pedersen 2008). The 
city of London has also acted in accordance with the view 
that culture has an important role in economic growth. 
In 2010, London created the Cultural Metropolis Strategy 
for the period up to 2020, a strategy that sets out how cul-
ture is to be prioritised and integrated as a driver of urban 
development, education and cultural maintenance. Here 
London’s role as a cultural metropolis is presented as a 
focal point for the development and planning of London 
(Mayor of London 2014). 
In Copenhagen a strategy of Metropolzonen has in re-
cent decades shaped urban cultural policy and visions for 
Copenhagen as an international metropolis with a vibrant 
Skot-Hansen’s model of Rationales in Cultural Policy.  
Skot-Hansen 2005
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city-centre and a cutting-edge cultural life that can attract 
tourists and new citizens (Skot-Hansen). Even a middle-
sized city such as Roskilde has actively employed culture 
and its status as the host city for the Roskilde Festival in 
its urban redevelopment strategies for a former concrete 
factory site. This new area, ‘Musicon’, situated close to the 
Roskilde Festival, is presented as ‘the arts quarter’ and ‘a 
vibrant part of the city’ (Musicon 2012). 
These are examples of how cities are framing aspects of 
their urban policy rationales as culture-led and as capable 
of developing vibrant images to brand cities. These urban 
policies are not only focusing on culture but comprise dif-
ferent rationales of cultural urban development. These ra-
tionales are presented below. 
THE ECONOMIC RATIONALE
The economic rationale is highly influenced by the con-
cept of the Experience Economy and has been one of the 
leading arguments for the introduction of a cultural plan-
ning paradigm. It is founded on economic growth and has 
been developed primarily by economists such as Pine & 
Gilmore (1999) and Florida (2002). The demand for an ex-
periential dimension in society has grown since the 1980s, 
and this dimension has given rise to a wide range of busi-
ness areas in between leisure and culture. 
The cultural planning and development of cities has also 
become relevant for private culture and leisure industries, 
land and property owners. Private developers and indus-
tries are more and more often involving cultural players in 
their goal to gain profit from this engagement. Trine Bille 
Hansen describes the revised relationship between devel-
opers and cultural players as part of culture’s economical 
influence. Taking an experience rationale and economic 
rationale as her starting point, she argues that cultural ex-
periences can generate more value for other products such 
as leisure, land and property (Hansen 1993). 
THE RATIONALE OF CRITICAL PRACTICES 
Temporary artistic and curatorial practices are led by art-
ists and curators and operate as aesthetic and enlightening 
experiences that are situated and often site-specifically re-
lated to a place.
The rationale of critical practices has its source in the artis-
tic avant-garde, with critical groups like the Situationists 
and the performative installations and interventions of 
Fluxus (as presented above). Critical approaches towards 
what the leader of the Situationists, Guy Debord, called 
the ‘Spectacle of Society’, meaning a society dominated by 
a consumer culture driven by industrialised society, have 
led to multiple artistic interventions in urban contexts 
with the aim of destabilising the Spectacle (as presented in 
the section above). 
Many artists today also intervene in the urban space 
through their practices, including artists such as Christo 
from France, Pawel Althamer from Poland, Jeremy Deller 
from Britain, SUPERFLEX from Denmark, and raumla-
bor from Germany, all of whom are staging and processing 
the possibilities of urban space.
THE RATIONALE OF SOCIAL ENGAGEMENT 
The rationale of social engagement lies behind projects, in-
terventions, artworks and designs that enable social meet-
ings and involving processes in which citizens, communi-
ties and urban developers can enter into dialogue on issues 
related to the city and its development. Skot-Hansen calls 
this the Empowerment Rationale, since it attaches to cul-
tural cohesiveness and the ability to improve collective 
and personal conditions (Marling, Kiib and Jensen 2009, 
p.45). However, social engagement does not empower 
agents within the urban context. 
Urban sociological and philosophical visions, such as 
Lefebvre’s self-grown city and self-defined space in cit-
ies representations of space (1974 (1991)), as well as de 
Certeau’s tactics (1984), resemble socially engaged visions 
and structures that frame a theoretical starting point for 
this rationale. 
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Expansion of Skot-Hansen’s model for Rationales in Cultural Policy 
with the rationales of experience economy, critical spatial practice 
and social engagement. Skot-Hansen 2005
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This expansion and nuancing of Skot-Hansen’s model 
makes it possible to nuance the rationales with more spe-
cific categories that are useful for mapping rationales in 
the cases studied for this research.
CURATION
The previous section outlined the different rationales that 
shape and influence the nexus between culture-led urban 
planning and public arts curation, thus serving as an over-
all introduction to the field. In this section the different 
models for curating public arts in different contexts will 
be presented to establish an overview of the leading direc-
tions and models of public arts curation. 
According to O’Neill, a curatorial discourse was established 
during the 1960s. The discourse on art-in-exhibition began 
to turn away from the critique of artworks as autonomous 
objects of study towards critique as a form of curatorial criti-
cism, more concentrated on the precedence of the form of 
the exhibition than the exhibited artwork itself. Curating 
and the role of curators became a subject of interest (O’Neill 
2007, p. 241). At the same time, the first curatorial concepts 
arose with new reflections on the art institution. 
By the end of the 1960s, contemporary art curators found 
themselves in a new role compared to that of traditional 
museum curators. The curator’s role was to be displaced 
from a role grounded in the discipline of art history and 
the art institutions themselves, where art objects were 
handled as objects to be preserved and categorised, and 
exhibited artwork was something created in the studio 
and thereafter exhibited in the museum. From the end of 
the 1960s, art projects were created directly within insti-
tutions, sometimes even as reactions against the institu-
tion or space. There seemed to be a shift away from the stu-
dio being the only production site towards in-situ practice 
(Gleadowe 2011, p. 80).
Since the 1970s, the term public arts curation has been 
employed to describe the curation of art in the public field 
(Lacy 1995). However, theorists operating in the field ar-
gue that the term ‘public art’ is questionable, since today 
the field not only covers public spaces but also private sites, 
sometimes even an overlapping of private ownership and 
public use (Rendell 2006, and Phillips 2011) as reflected 
above in the outline of the different rationales in this con-
text. Furthermore, writers concerned with curating in 
public spaces argue that it is not comprehensive to discuss 
a single public, since ‘the public’ must be understood as a 
plural concept comprised of several publics with different 
aims and interests. Thus they encourage more nuanced 
and specified approaches towards the field (Phillips 2011, 
and Doherty 2015). 
MODELS OF PUBLIC ARTS CURATION IN URBAN 
CONTEXTS
The history of public art goes as far back as one chooses to 
begin the record. One could argue that its history is as an-
cient as cave painting; however, the construction of mean-
ing and history depends on who is making it. Most history 
of public art is tracked through its commission record (Lacy 
1995, p. 17). Although public arts curation does not seem to 
fully cover this particular field of research, its historical and 
theoretical discourse is of great importance in the formation 
of art developed outside of art institutions. As explained 
above, Rendell starts her trajectory for critical spatial prac-
tice as a form of public art in the 1960s. As the historical and 
theoretical trajectory here leans toward her approach, 1960s 
is also a reasonable time to start following how curatorial 
models for public art have been formatted. 
In the following sections the leading models will be de-
scribed in order to further map the field of public arts 
curation practices and to establish an overview of the 
concurrently developing directions of the models, their 
characteristics, curatorship and the agencies involved in 
the discourses to enable informed navigation in the field 
in the proceedings of this thesis. Five overlapping models 
currently operating within the field of public arts curation 
will be presented as the leading directions that form this 
particular field of research. These are the curatorial mod-
els of biennials, socially engaging art, regenerational pro-
grammes, festivals and cultural events and critical spatial 
practice as curation. 
BIENNIALS
Established in 1895, the Venice Biennale was the first arts 
biennial (and is often also referred to as the original bien-
nial). Today the concept has spread widely and a huge num-
ber of biennials and other annual exhibition concepts have 
sprung up across the world. Biennials have become increas-
ingly popular over the last thirty years as a format for an-
nual group exhibitions displayed in chosen cities. Biennials, 
triennials, expo’s and exhibition concepts like Documenta 
and Manifesta are all examples of a curatorial discourse that 
has become an exhibition model across the globe, with the 
capacity of being a promotional tool for nations and city-
branding in a homogenising format, where it is being copied 
as a model rather than subverted (O’Neill 2012, p. 51). 
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Today, biennials denote large-scale international group 
exhibitions that can be characterised as ‘blockbuster’ or 
‘mega-exhibitions’ taking place every two to five years with 
ample budgets and an ambition to be part of international 
art discourse (Ibid, p. 52). According to O’Neill, these kinds 
of exhibitions have an international core aim “in the sense 
they are having the global art world within their horizon” 
(Ibid). The curatorship of biennials thus transcends geo-
graphical boundaries and operates across global networks 
on agendas for contemporary cultural production, and the 
format is characterised as a temporary and mediated space 
that transforms at recurring intervals (Ibid). 
Art historian and curator Elena Filipovic argues that bi-
ennials and other large-scale recurrent exhibitions have 
framed a new form of sanitized exhibition space, and she 
categorises biennials as the new ‘global white cube’ in 
which, despite the multiplicity of creative voices within 
each biennial, the portrayal of the exhibition as a hermetic 
space persists. Filipovic supports her argument by point-
ing out that biennials overwhelmingly operate with estab-
lished museums in the host cities—the modernistic white 
cube and its surroundings—rather than involving other 
sites in the city and thereby opening themselves up to a 
path beyond arts discourse (Filipovic 2014, pp. 63–84). 
Biennials, she argues, constitute a particular form of physi-
cal space “where the relation between viewers and objects, 
between one object and the others, and between objects, 
viewers, and their specific exhibition context are being 
staged” (Ibid, p. 79). 
Doherty also critiques the biennial format by pointing to 
its relationship with place. She argues that biennials are 
often seen as scattered site-exhibitions that are more “wide 
and shallow than narrow and deep” and do not relate or 
respond to locations with engaged approaches in the way 
that durational longer term processes can (Doherty 2011, 
pp. 101–107). 
The curators Hans Ulrich-Obrist and Ute Meta Bauer 
point at the positive effects of biennials, which can, in 
Obrist’s words, “operate as a catalyst” activating multiple 
temporalities of coexisting different time-zones within 
the biennial context, which is open for multiple use and 
users. In an interview with O’Neill, Bauer argues that bi-
ennials enable “bigger statements to be heard” (O’Neill 
2012, p. 72). The arguments above show how, on the one 
hand, biennials have become a form of institution in and 
of themselves, allowing for the shaping of new sociocul-
tural spaces and relations in a globalised world, with the 
opportunity to be new places for critical reflection. On the 
other hand, these new spaces rarely have influence outside 
of art discourse, even though they are temporary formats 
that have the opportunity to transform and take up new 
sites and agendas in the host cities. Rather than operating 
site-specifically in context, biennials attract roaming pub-
lics consuming cultural tourism. 
As mentioned above, biennials can be understood as strat-
egies for the global promotion of local cities. The interre-
lation between culture and location reflects a marketable 
aspect of the global cultural tourism on which biennials 
depend. The promotion of tourist spots, local culture and 
sites produces economic revenue for the host city as an 
effect of biennials and advertise regeneration of the city 
(Ibid, pp. 69–74). Although biennials are often presented 
partly in museum institutions and partly on public sites in 
host cities, the predominant model for biennials is focused 
on arts discourse and is not necessarily concerned with 
site-specific agendas or communities. 
On the other hand, recent years have also seen the emer-
gence of self-critique within the discourse. One example 
of this was Blown Away, the Sixth International Caribbean 
Biennial held in 1999 on St. Kitts in the West Indies and 
curated by Jens Hoffmann and Maurizio Cattelan. The cu-
rators invited artists who they considered to be amongst 
the most represented and ubiquitous in the biennial cir-
cuit, including Olafur Eliasson, Pipilotti Rist and Rikrit 
Tiravanija. The project was promoted through standard 
art media; however, upon their arrival in St. Kitts, the art-
ists and curators spent a holiday together and no actual 
exhibition took place. The provocative framework of a 
non-existing exhibition and a decadent holiday can be un-
derstood as a form of self-reflective critique on the global 
and nomadic curator who hardly has any in-depth knowl-
edge of or relationship with all the places in which she or 
he operates (Ibid, p. 74). Through humour, Hoffmann and 
Cattelan thus questioned the responsibility of curators.
The agencies of biennials can be split into three primary 
groups: 
1. The curator(s) and artists commissioned for the 
biennial, who determine the addressed topics, 
approaches and content. 
2. Cultural professionals and tourists, a group O’Neill 
describes as ’roaming publics’ (O’Neill 2012, p. 74), 
meaning groups who nomadically travel across the 
globe to participate in cultural discourse.
3. The host city, which plans and invest in the global 
event as a means of boosting its image and as a 
platform for promoting cultural tourism in the city, a 
marketable aspect of global tourism on which the art 
biennials depend (Ibid, p. 68). 
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In this mapping of the agents of global biennials it is inter-
esting to observe that the local communities of host cit-
ies can hardly be understood as having the role of agents 
within biennials. Since the global biennial concept most 
often addresses issues beyond local agendas, biennials do 
not directly address local groups or individuals through 
their curatorial concepts and artworks. 
SOCIALLY ENGAGING PROGRAMMES 
A different engaging approach towards local communities 
can be seen in what are here termed socially engaging pro-
grammes. Since the 1970s, different kinds of artists have 
been interested in catalysing social change. They have 
critiqued the modernistic project in which art and the art 
institution became elevated above its audience. Lacy de-
scribes the field and emergence of the concept unfolding 
around ‘new genre public art’ as practices and critical re-
flections in the United States from the 1970s concerned 
with issues of race, gender, sexuality, ecology and urbani-
sation (Lacy 1995, p.30). 
Kester describes how socially engaged practices can also be 
understood as dialogical or conversational art that allows 
viewers to ‘speak back’ to the artist in certain ways, with 
their response becoming an integrated part of the work 
itself. In his research on dialogical art projects, which he 
finds a ‘less formal art movement’ in which numerous pro-
jects have been developed in the last 40 years, Kester points 
to community arts with roots in the United Kingdom and 
temporary public art with roots in the United States as the 
main traditions from which such dialogical practice has 
emerged (Kester 2004, pp. 8–9). The roles of the artist and 
curator in this model are those of enablers shedding light 
on a social agenda and enabling a dialogue aimed at chang-
ing the situation. Even though Kester’s focus is primarily 
on dialogical art, the characteristics that he identifies in 
this genre are in tune with the broader concept of socially 
engaged art, of which dialogical qualities can be under-
stood as one specific quality.
Curator and researcher Mary Jane Jacob describes so-
cially engaged practices more specifically, showing that 
socially engaged artists and curators who operate outside 
the institution and engage in projects that are often pro-
duced collaboratively or anonymously and processed-
based and exist in a limited time period, use non-tradi-
tional media for artwork and might be identified with 
other fields in their concern with everyday life, for exam-
ple using other routes than art magazines and exhibition 
catalogues to frame discussion and establish discourse 
(Jacob 1995, p. 52). 
According to Jacob, the work of this group of artists and 
curators ranges from expressions of identity to the crea-
tion of art as a social critique and to the production of art 
as an instrument of social change. Jacob nuances the latter 
category as containing three types of projects: 
1. Emblematic projects striving for social change in 
which objects or actions embody a social problem or 
make a political statement.
2. Supportive projects in which works conceived and 
created by the artist are meant to feedback into an 
actual social system.
3. Participatory projects that lead into a collaborative 
process aimed at making a lasting imprint on the 
individuals involved in the process and at providing 
a productive service to the social network (Ibid, pp. 
52–53). 
The curation of socially engaged art and its presence in 
public is crucial because it is dependent upon substantive 
interaction from a community or from members of the 
public. This kind of work deals primarily with audienc-
es. This discourse reconnects culture and society, as the 
avant-garde movement aimed to do, and recognises that 
art is made for an audience and not for institutions of art 
(Ibid). 
Jacob herself operated as curator on a large-scale socially 
engaging curatorial project in Chicago in 1991–93 called 
Culture in Action. The project was part of a citywide ef-
fort in which art projects were integrated in under-served 
communities. Artists and artist groups, among others 
Mark Dion, Suzanne Lacy, Simon Grennan, Christopher 
Sperandio and Haha, some of whom were already based in 
Chicago, collaborated with local communities and devel-
oped projects which addressed what they saw as the press-
ing agendas of the time, including homelessness, AIDS, 
racism and illiteracy. The artwork of Culture in Action 
unfolded as dematerialised temporary projects such as a 
communal garden, a dinner party and courses for high-
school students. The intention was to explore how art pro-
jects could directly influence diverse publics and expand 
arts discourse beyond the institution of the museum world 
(Hoffmann 2014, pp. 42–44). 
The role of the curator within the model of art as social 
change can be understood, as described by Kester, as that 
of a facilitator/enabler. In connection to this, the curator’s 
agency within socially engaged projects is extremely im-
portant to be aware of. Curators can operate independent-
ly or as part of an art institution, or can even be anchored 
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as part of the planning discourse. Development and plan-
ning agencies hire curators more and more often as part 
of development teams to orchestrate cultural activities. 
Naturally, this affiliation does not mean that the curatorial 
methodology of individual curators’ practices is planning-
based, for it can also be understood as the beginnings of 
an equal cooperative relationship between the disciplines. 
Thus, the anchoring of curatorship within planning dis-
course is important to note. Hereby the enabling role of 
curators can be transformed into an enabling agency for an 
urban planning process rather than a community group or 
an artistic discourse. 
In socially engaged discourse, agency is often focused on a 
local community or visitors to this community. The artist 
and curator employ their artistic methodology to embody 
a community-specific agency, which they collaborate on 
and transcend into the community. 
On the other hand, the agency for such projects can also 
be that of a policy and a purpose-led agenda, with projects 
commissioned as ‘art with a purpose’. Andrea Phillips 
warns against such purposeful art, which is presented as 
‘care’ for society. Within the neoliberal context in which 
culture is increasingly being instrumentalised, Phillips ar-
gues that art must reinvent itself so as not to be employed 
with a controlled purposeful agency aiming to ease social 
challenges (Philips 2011). 
REGENERATIONAL PROGRAMMES
The integration of culture as a part of urban regeneration 
has been seen more and more often over the past decade. 
The financial crisis of 2007–8 marked a shift whereby large-
scale building projects from the building boom of the previ-
ous two decades were put on standby and were replaced by 
a series of ad-hoc interventions operating as incubators for 
a growing environment—interventions which either cease 
over time or grow into more permanent programmes of 
commissioning and architectural design (Jensen and Bang 
2011, p. 37). This situation has fostered a new kind of cura-
torship that can be understood as a collaborative format of 
urban planning and public arts curation. 
Jørgensen (2008) describes how culture has become an im-
portant element of urban development,  catalysing parts of 
programmes and strategies of urban regeneration. The city 
and its urban culture are popular places for seeking quality 
of life, play, sensuousness and entertainment for citizens 
and visitors. Thus, he argues, the rising interest in the in-
fluence of cultures on cities is still evolving in accordance 
with a market-based logic, whereby old workers’ neigh-
bourhoods, industrial and harbour areas are dissolved 
concurrently with the disappearance of the original work-
ing places and their regeneration as attractive residential 
areas with sky-high appreciation in terms of property rent 
and prices (Jørgensen 2008, p.39). Jørgensen further ar-
gues that institutional cultural life is dissolving as part of 
more networked and shared processes in society and that 
the city is becoming a platform for cultural display. This 
perspective on urban development has turned the devel-
opment process upside down to include new facets and 
broader groups of professionals in the process as a way of 
including communities and visitors to a regenerational site 
before developing it where input in the form of temporary 
cultural projects can influence the permanent develop-
ment of the site (Ibid 2008, pp. 39–41).
As mentioned above, many art critics and curators 
(Rendell 2006, O’Neill 2009, Bishop 2012 and Doherty 
2015) are also concerned with the ways in which art and 
exhibitions are employed as catalysts for city-branding. 
However, Rendell also draws attention to the possibility 
for curators and artists to investigate complex interdisci-
plinary territories while operating in places with conten-
tious social and architectural history, as contexts of urban 
regeneration can have, thus offering the opportunity to 
investigate “complex interdisciplinary territories by work-
ing with socio-spatial as well as the aesthetic qualities of 
certain locations” (Rendell 2006, p. 50). 
The curation of re-generational sites with temporary cul-
tural programmes is becoming an integrated part of urban 
development strategies, and is occurring more and more 
frequently. Unlike the curatorial discourses previously 
presented, arts curation on regenerational sites is most 
often driven by planning discourse and may have less de-
veloped experience in how art projects are employed and 
what kinds of artistic or curatorial models are used to cre-
ate urban life and promote the site. In recent years, cit-
ies and developers have hired curators as part of cultural 
urban development strategies. In line with this new ten-
dency, Doherty argues that the success of public artwork 
continues to be judged according to its ability “both to gal-
vanise public opinion and to contribute positively to place-
making on the basis of immediate impact” (Doherty 2015, 
p. 12). She finds it worrying that the commissioning of art 
is being judged on its price-tag and justified as a ‘return 
on investment’ for the founders. She finds it problematic, 
also, that the methodology of design and architecture con-
tinues to be applied to the field, thus constraining artistic 
processes (Ibid). 
The unsettling relationship of regenerational programmes 
that lie in between the methodology of art and architec-
ture is, as Doherty argues, challenging for the programmes 
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functioning and ability to operate critically. However this 
approach allows the practices to operate in between art 
and architecture to mediate critically through a tempo-
rary spatial practice, which can be understood, accord-
ing to Rendell, as a critical spatial practice that intervenes 
through its spatial qualities on the particular site where it 
operates, enabling reflections, discussions, narratives and 
interactions to emerge (Rendell 2006). 
The regenerational model of public arts curation, there-
fore, is not led by an artistic rationale. Such curated pro-
jects most often either resemble art projects scattered 
throughout a site, or socially engaging projects in which 
local artists or curators take up residence and embed their 
practices on a particular site, addressing site-specific is-
sues and qualities. The model thus overlaps with other 
categories. 
As an example, curating has been employed in Hackney 
Wick on a regenerational site as part of a development 
strategy aimed at connecting the post-industrial area of 
Hackney Wick together with Queen Elizabeth Olympic 
Park, a new public park in East London developed for the 
Olympics. Here artwork and culture were set to play an 
important role in catalysing the development of the area, 
and funding was explicitly reserved for this purpose. 
Curatorship in contexts of urban regeneration is influ-
enced by the broad cultural rationale which contexts of 
urban re-generation are most often led by. Such curator-
ship operates together with a broad group of profession-
als, where urban planning, architecture and commercial 
events co-exist with arts curation. The role here is much in 
line with the curatorship of socially engaged art, which in 
many cases could involve the same curator as for a socially 
engaged project commissioned in the context of urban 
regeneration. 
In re-generational programmes there are a broad group of 
agencies with an interest in the curated project and oth-
er programmes. The following are the most important of 
these agencies: 
•	 The development agency of the particular site (often 
the host city or a private development agency) is both 
interested in successful use, positive feedback and 
promotion of the site. 
•	 The users of the site, the local community, as well as 
visitors to the site, all have an interest in what kind of 
programmes will activate the site. 
•	 Investors and landowners are interested in the image 
and the promotion of the site to be achieved through 
the programme. 
FESTIVALS AND CULTURAL EVENTS 
Almost every city hosts cultural events, and such events, as 
Marling, Kiib and Jensen argue in their extensive research 
on how cultural events influence cities, are important as-
sets for cities. Large-scale events are important for the 
identity, local traditions and image of a city, not only exter-
nally but also in adding local cohesion (Marling, Kiib and 
Jensen 2009, pp. 37–38). Festivals and cultural events are 
models of a type of curation that in some contexts leans to-
wards the profession of event planning. Festivals typically 
have an annual or biannual focus and are centred on one 
or more artistic genres. They typically take place within 
the city and inhabit and intervene on sites over a tempo-
rary period. However, some festivals or cultural events 
do employ contemporary artwork or are planned around 
specific artistic genres. Festivals like Roskilde Festival and 
Metropolis Festival in Copenhagen have a history of cu-
rating critical artwork as important parts of their festivals 
(Ibid 2009). 
More and more festivals are emerging in urban contexts 
as part of the demand for more experiential programmes, 
leading to the emergence of the role of festival or cultural 
event curator. The role of curator at festivals and cultur-
al events is one which often covers both the experience 
economy-oriented event-planning focused on fun, play-
ful and spectacular events, but it can also, in line with the 
festival focus, be a critical reflective practice which inte-
grates the curatorship within a given festival or cultural 
event. Festivals unify cultural events and establish an 
experiential framework that can be spectacular in itself 
and highlights the particular identity and atmosphere of 
the festival. The festival becomes a closed and designed 
space in itself, curated with connecting events—a par-
allel universe to the city or ground on which it is situ-
ated. Roskilde Festival, for example, is often described as 
a parallel universe and a ritual utopian place (Lopdrup 
2014). This involves a new role for the curator, who needs 
to balance leisure and entertainment with, in some cases, 
critical art.
As Marling, Kiib and Jensen argue, festivals and cultural 
events have a broad group of agents. The directors of the 
event are interested in a successful event and revenue to 
secure the profitability and existence of the event. The 
city where the festival or cultural event is held gains im-
age and city-branding from the event. Furthermore, an-
nual events can have a lasting impact on cities, generating 
workplaces and a temporary community around the event. 
This community can have an important role in maintain-
ing and developing the event, perhaps being engaged as 
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volunteers. Visitors to the event may become agents who 
faithfully visit the annual event year after year. They can 
also be newcomers who visit the event for the first time on 
account of its reputation. Other agents include commer-
cial and non-profit partners who seek through the event 
to create awareness of their own products or purposes and 
their image (Ibid). 
Roskilde Festival is an example of a festival event that 
combines leisure and arts in an annual event with a great 
impact on the city, in this case influencing the image of the 
city of Roskilde not only during the eight days of the fes-
tival but throughout the year through the festival’s image 
and competences. 
CRITICAL SPATIAL PRACTICE AS CURATORIAL PRACTICE 
Critical spatial practice is, as presented above, an inter-
disciplinary practice of public art that refuses to define 
itself as art or design. Rendell argues that the connection 
between art and architecture is particularly interesting 
because it allows for a bridging between the disciplines. 
It is a critically engaged practice that responds to domi-
nant ideologies by relating to them and questioning them 
at the same time. It draws attention to social and politi-
cal issues while operating in a restless mode through the 
disciplinary procedures of art and architecture (Rendell 
2006). 
Art located outside the gallery is called into question in 
terms of its definition to a greater extent than art within 
the institution. Thus, outside the gallery the relationship 
between art and architecture is opened up and art has to 
engage with issues of restraints and control, which opens 
the way for new relationships with sites and situations, 
which architecture usually addresses (Ibid). 
It is also possible to understand the kind of curatorial 
practice engaged in programmes beyond the gallery with 
spatial practices in the span between art and architecture 
as a form of critical spatial practice in which curatorial 
practice is understood as a form of artistic practice. Thus 
it may be helpful to distinguish between the two while 
looking more closely at agency and authorship in framing 
programmes and concepts and in entering partnerships 
and cultivating relations. The curatorial aspect of critical 
spatial practice will thus here be called critical curatorial 
practice. 
Die Grosse Weltaustellung – The World Is Not Fair, held on 
a former airfield in Berlin 2012 and curated by raumlabor 
and HAU, is an example of critical curatorial practice. Their 
concept was a response to the current urban development 
plan of the Tempelhof site, which they saw as being focused 
on promoting a site for possible investors and tourists in-
stead of engaging in involving processes with the local 
community. With a humorous yet critical approach they 
suggested an old classic exhibition framework, the World 
Expo, while underlining their reservations through the 
subtitle ‘The World Is Not Fair’. The exhibition was spread 
on a large-scale around the site, aiming both to adress the 
particular site and to envision an alternative future for the 
Tempelhof site. Raumlabor and HAU established a criti-
cal and spatial curatorial framework that intervened in the 
site; however, not all of the projects within the framework 
managed to operate as more than symbolic and friendly 
encounters. 
Curatorship in critical curatorial practice is anchored 
in an interest in the spatial facets of the curatorial disci-
pline, involving a consideration for the particular site and 
situation in which the practice operates, as well as reflec-
tion on the means of the intervention the spatial practice 
will catalyse and what social and political dynamics it 
might interrupt. 
The agencies of critical curatorial practice are similar 
to those of socially engaged and regenerational pro-
grammes—a broad group ranging from participants, audi-
ences and artists to commissioners such as art institutions, 
planners and developers operating in public space. 
It is clear that most curatorial models within the dis-
course of public arts curation are overlapping and are not 
solely represented by one or the other model but entan-
gled into more personal curatorial strategies carried out 
by the particular institution or curator. Thus the map-
ping of these models establishes an overview of the main 
direction within this particular research field, which is a 
helpful framework. 
The field of public arts curation has to a great extent been 
shaped by leading institutions within the field who have 
seen it as their mission to support and promote the par-
ticular practices operating beyond the institution. These 
institutions include commissioners such as Art Angel 
in the United Kingdom, Skor in the Netherlands, and 
Creative Time, who focus on socially engaged art in New 
York and who have commissioned ambitious temporary 
works over the last decades exploring the potential of 
public art. Thus in recent years more and more art and 
cultural institutions have developed programmes be-
yond the gallery and there is a new interest in interact-
ing with communities, citizens and urban sites off-site, in 
line with the tendency, described in the chapter above, of 
ever greater interest in urban space.
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CURATORIAL MODELS AND CULTURAL URBAN 
DEVELOPMENT
The review in the previous sections of current models of 
public arts curation has provided an overview of the field 
that is useful for further discussion of the model of criti-
cal curatorial practice which will be investigated in the 
research cases. A mapping of rationales, agencies, stake-
holders and curators is necessary when researching this 
field because, as Skot-Hansen argues and as reflected in 
the mapping exploration above, this is a field comprised 
not only of multifaceted rationales but also a wide range of 
agencies representing different cultures (Miles 2004 and 
Zukin 1995) and publics (Phillips 2011). An overview of 
the models and rationales is one way to map what kinds of 
rationales, agencies and stakeholders and curatorship the 
cases are comprised. 
Critical spatial practice has been the starting point in this 
chapter for a historical and contextual trajectory that has 
connected critical theory and practices from the begin-
ning of the twentieth century until today. Despite their 
historical anchoring, current critical spatial practices can 
be understood from this perspective as engaging, collabo-
rative and temporal practices that respond to history and 
site-specific situations and relations. The field stands out 
as a field comprised of multifaceted rationales driven by 
different interests. These different agents coexist, but their 
relations are important to map in the following cases. 
This combined historical and contextual overview has 
sketched out a timeline starting after the Second World 
War and has presented the context of artistic curatorial 
and urban design and planning practice. This perspective 
presented a field composed of multiple interests of politi-
cians, planners, developers, architects, artists and cura-
tors, not only in accordance with the different rationales 
by which they operate but also in the way these rationales 
are reflected in the different curatorial models that domi-
nate the field. Thus, in addition to market-oriented and 
glossy image agendas, as some of the critics above char-
acterise the complexity of the crossing fields, there seems 
to be a playful critical practice embedded in curatorial ap-
proaches that operates, navigates and mediates in between 
the co-existing rationales surrounding arts curation in ur-
ban contexts. The following chapter will present and elab-
orate on the theoretical and methodological research ap-
proach towards this situation. The following chapter will 
establish a theoretical lens for analysing the components 
of the critical curatorial practice site, discourse, artwork 
and temporality. 
PART 2: 
THEORETICAL AND 
METHODOLOGICAL 
RESEARCH APPROACHES
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The previous chapter introduced the historical and contextual background. 
This theoretical chapter will focus explicitly on constructing a theoretical 
model of critical curatorial practice that can operate in the intersection be-
tween urban development and public arts curation. The aim is to set up a 
theoretical research model, inspired by the curatorial approach of Roskilde 
Festival, that can inform a critical curatorial practice operating not only in a 
festival context but also in an urban context. 
CRITICAL SPATIAL PRACTICE 
Critical curatorial practice, which has been defined in the previous section 
and for which the aim is to construct a theoretical model here, is closely re-
lated to Rendell’s concept of critical spatial practice. Art has a long history 
of creating public spaces through spatial interventions, Rendell employs 
the term ‘critical spatial practice’, which present work that transcends the 
distinction between art and architecture and engages it with both the so-
cial and aesthetic, the public and the private (Rendell 2006, p. 6). The term 
incorporates not only the critical but also the spatial, and operates in an in-
terdisciplinary space between art and architecture, seeking to research new 
kinds of relationships between theory, specifically critical theories, and spa-
tial art and architecture practices (Ibid, p. 11). 
Rendell’s starting point derives from critical theory, as presented in the 
previous chapter. According to Rendell, critical theories aim neither to pre-
scribe particular methodologies nor to prove hypotheses (Rendell 2006, p. 
8). She argues that critical theory offers reflective modes of operating be-
tween two opposites in a constantly destabilising, dialectic mode; and her 
approach presents three binary assumptions: between art and architecture, 
private and public, and theory and practice. She refuses to conceive either 
term in the pairs as being dominant, and focuses on how each operates on its 
own rather than on their being defined by each other. For this purpose she 
invents the term critical spatial practice, which allows both binary terms to 
exceed their scope (Rendell 2006, p. 9). 
Rendell makes it clear that her agenda is not to suggest theory as a generic 
model that can dictate which of the specific practices to test, nor to employ 
practice to illustrate theoretical concepts (Rendell 2006, p. 12). This argu-
ment keeps her approach from being misunderstood as a set of rules with 
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which to instrumentalise interdisciplinary practice, but rather presents it as 
a series of critical reflections on how these practices operate. 
Rendell includes integrated practice by establishing a nexus between criti-
cal theory and spatial practice in a dialectic relationship, but rejects the no-
tion that what she offers can be understood as a recipe for how to design 
critical spatial practices. On the one hand, she complicates the approach to 
the field by setting up this limitation, but on the other hand she provides a 
valuable perspective on the importance of detachment and emancipation 
for these projects to operate critically. She emphasises that the field is in-
terdisciplinary, and this approach relates to and offers a concept for artistic 
practices as well as curatorial practices, and encompasses the practices that 
are the subject of this research. Rendell’s concept of critical spatial practice 
and her dialectic approach is therefore a relevant theoretical starting point 
for developing a reflective approach to the field. 
As the aim was to set up a theoretical research model that explores the par-
ticular sites, discourses and artworks addressed in this thesis, this approach 
focuses on spatial theory, discourse theory and art theory, and is interdisci-
plinary both within and in between these categories. The intention in con-
structing this perspective is not to consolidate a defining framework around 
this field but rather to set up a series of theoretical approaches that inform 
and analyse critical curatorial practice. 
With critical spatial practice as a theoretical starting point for researching 
the kind of curatorial practice that develops between sites, discourses and 
artworks in the urban context and at Roskilde Festival, the construction of 
this theoretical model is inspired by the philosopher Henri Lefebvre, the 
art historian Anne Ring Petersen, and Rendell, all of whom have evolved 
trialectic frameworks for art and spatial theoretical analysis. 
In his book Production of Space, Lefebvre develops a trialectic subdivision 
specifically for the production of space between spatial production, rep-
resentations of space, and spaces of representation (Lefebvre 1974 (1991), 
p.33). Rendell is inspired by Lefebvre’s trialectic and presents critical spatial 
practice as a place between art and architecture that is focused on the spa-
tial, the temporal and the social (Rendell 2006, p.2). Anne Ring Petersen’s 
model, meanwhile, serves as a foundation for her analysis of installation 
art and the pinning down of an installation art concept in her 2009 book 
Installation Art between Image and Stage. Her model operates as a relational 
scheme between the categories of installation, time and context. Unlike 
Lefebvre’s model, this is not to be understood as a merely static framework 
that can be applied uniformly across cases; rather it is a dynamic model in 
which there are relationships between categories, and their interaction con-
stitutes the form of the triangle. In addition, Peterson further argues for a 
discursive backdrop to contextualise the analyses generated by the model. 
Grounded in the aim of expanding the concept of critical curatorial practice 
from Roskilde Festival to urban contexts, a theoretical model inspired by 
Lefebvre, Petersen and Rendell’s trialectics is suggested. This model oper-
ates with the following trialectic:
•	 Site 
It is important to develop an analytical framework for the sites, 
since the model will be relocated to different types of sites. The site 
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perspective is also developed as a trialectic through spatial theory, 
and adopts Lefebvre’s trialectic from the Production of Space (1991), 
expanding this perspective with a site-specific perspective from Miwon 
Kwon (2004) and from Michel de Certeau’s The Practice of Everyday 
Life (1984).  
•	 Discourse 
The discursive aspect of the cases is located as a concept within the 
model. This is different from Ring’s model, in which she uses discursive 
framework to contextualise her overall model. Here discourse can 
be understood as the discursive hegemonic, connecting it to the 
particular case and site. This perspective derives as a trialectic from 
Ole B. Jensen (1999, 2004), Tim Richardson and Ole B. Jensen (2003), 
Andrea Phillips (2011) and Chantal Mouffe (2013). 
•	 Artwork 
The artwork is presented as critical spatial practice with its origins 
in Rendell’s concept. However, it is more specifically informed by 
art theory from various genres: a Socially Engaged Art perspective, 
developed by Mary Jane Jacob (1995), Nicolas Bourriaud (1998) and 
Claire Bishop (2012); Installation Art, promoted by Petersen (2009), 
Bishop (2005) and Maurice Merleau-Ponty (1945); and Performative 
Interventions, developed by Solveig Gade (2009), Henrik Kaare 
Nielsen (2013) and Mikhail Bakhtin (1965). 
These three theoretical ontologies are particularly relevant in combining 
an interdisciplinary perspective. Besides the trialectic model, there is the 
temporal aspect of the cases: they all take place over limited time periods 
ranging from 3–21 days. These are ephemeral periods, an aspect that is also 
included in the model, not as a dynamic concept like the site, discourse 
and artwork, but as a condition that sets limitations and adds opportuni-
ties, which can be illuminated through the different topologies of temporal-
ity perspectives through Bakhtin (1965), Doherty (2009), Ruth Finnegan 
(1998) and Kwon (2004). 
THEORETICAL MODEL CRITICAL 
CURATORIAL PRACTICE
ARTWORK
DISCOURSE SITE
Trialectic research model for Critical Curatorial Practice
This theoretical research model allows for an interdisciplinary and relation-
al perspective. The model operates as a theoretical lens in the cases, and the 
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cases focuses on different site-specifically relevant relationships in the model. 
Examples will be drawn from cases in this thesis and other relevant cases in 
order to highlight the aspects which the theoretical model aims to explore.
SPATIAL THEORY
The first theoretical category introduced is spatial theory. Spatial theory tra-
ditionally derives from architectural, landscape and urban research, but has 
spread in the last century across other disciplines such as sociology, geogra-
phy and art criticism. Spatial theory is included since it allows for research-
ing site-generated meanings and attitudes. The spatial trialectic outlined 
here has its roots in Lefebvre’s tripartite subdivision of space developed for 
Production of Space in 1974, focusing on the division of spatial practice, rep-
resentations of space and representational space. Lefebvre’s model will be 
expanded by de Certeau’s notion of strategies and tactics from The Practice 
of Everyday Life (1984) and Kwon’s concept of site-specificity from One Place 
After Another (2004). Together these spatial concepts construct a dialectic 
framework for the concept of the sites. 
THE PRODUCTION OF SPACE
Lefebvre’s writing concerning the production of space is an important con-
cept because it can operate as a spatio-dialectic framework in the analyses 
and practices of sites. Lefebvre’s approach can be read as a dialectic and 
trialectic framework that offers a way to characterise the practised qualities 
and dynamics of the site with representations of space such as the planning 
context and the discourse with its visions and intentions for the site and the 
practiced social space. Other theorists in the field of architecture, art, geog-
raphy and social science have reproduced this framework, or elements of it, 
for other contexts in their own original ways. Lefebvre’s writing is particu-
larly interesting because the construction of his trialectic model suggests a 
distinction between layers of spatial production and allows a complex analy-
sis of sites to emerge. Lefebvre’s tripartite consists of three concepts present-
ing three different perspectives on sites: ‘spatial practice’, ‘representations of 
space’ and ‘spaces of representation’. 
Lefebvre’s starting point for designing his tripartite model is the site (space) 
understood as a form of spatial practice. He experiences the site as a physical 
context and a perceived space between daily reality (daily routine) and ur-
ban reality (the routes and networks that connect places set aside for work, 
private life and leisure) (Lefebvre 1974 (1991), p.38). Spatial practice is par-
adoxical because it includes the most extreme separation between the places 
it links together. Spatial practices should be evaluated from case to case and 
can only be evaluated empirically, since spatial practice must include a cer-
tain act of engagement and cohesiveness (Ibid). According to Lefebvre, it 
is in this category that spatial qualities and the site as an experienced space 
can be found. 
In his concept of representations of space, Lefebvre displaces the view-
point from the practised space to the representations of the site. Here the 
43Theoretical Research Approaches
site becomes a conceptualised space and discursive planning context where 
intentions and visions for the site unfold. According to Lefebvre, this is the 
dominant space in any society. This is the space where politicians, planners 
and artists devise their visions of the site, the space where strategies and 
plans will be carried out visibly. This notion can be understood as being con-
nected to the establishment of discourses (Ibid, pp. 38–39). In representa-
tions of space, Lefebvre is focused on the framework and a hierarchical idea 
of the space. 
In his third concept, spaces of representations, he introduces a more opti-
mistic approach in which there occurs the opportunity to experience and 
influence space as an arena for social activities. He presents spaces of rep-
resentation as the lived spaces of their users and inhabitants, who may be 
artists, writers and philosophers who are seeking to change the world (Ibid). 
It is also within this category that he proposes the idea of a self-grown city, 
which evolves as a self-organised bottom-up organism, and an emancipated 
vision of how this concept could impact cities. 
Lefebvre argues that space is produced through three interrelated modes: 
spatial practices, representations of space and spaces of representation, as a 
trialectic model. He notes that one of the key problems with studies of space 
is that spatial practice is understood as the ‘projection’ of the social onto 
the spatial field. He suggests instead that this relationship is two-way: that 
space also has an impact on the social: ‘Space and the political organisation 
of space express social relationship but also react back upon them’ (Ibid, p. 
8). Rendell reflects on Lefebvre’s proposal, determining that it is not simply 
space which is socially produced but also spatial relationships, since art and 
architecture can animate social interaction (Rendell 2006, p. 18).
STRATEGIES AND TACTICS 
Lefebvre’s concepts of spaces of representation and representations of space 
can be expanded with de Certeau’s concepts of ‘strategies’ and ‘tactics’. In 
The Practice of Everyday Life, de Certeau outlines a concept based on the 
strategies and tactics of everyday life. He defines strategies by comparing 
them with attitudes from modern science, politics and military strategy. 
He draws attention to the power play that he observes within strategies and 
representations of space, comparing the layers of strategy with manage-
ment and military language and structure. He points out the overall wish 
to delimit one’s own place and capitalise on it with the acquired advantages 
to prepare future expansions, and describes strategies as a specific type of 
knowledge sustained and determined by the power to provide oneself with 
an individual place (de Certeau 1984, p. 36):
“I call a strategy the calculation (or manipulation) of power relationships that 
becomes possible as soon as a subject with will and power (a business, an army, 
a city, a scientific institution) can be isolated.”  
(de Certeau 1984, pp.35–36)
De Certeau presents the dialectic of the strategy, or what he calls tactics. 
Tactics enable the individual or group to escape from the framework of the 
strategy through the practice of everyday life in the city (Ibid, p. 17). A tactic 
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can be understood as a calculated action determined by the absence of an 
affiliation, which provides a position of a certain autonomy. Tactics can thus 
be understood as the space of the other in constant interplay and negotia-
tion with another discourse, where it takes advantage of its opportunities 
and can be understood as the art of the weak, operating tactically towards 
the discourse (Ibid, p. 37). 
Strategies and tactics are central to de Certeau’s writing, but he also devel-
oped ideas about the concepts of space and place. The conception of place 
and space occurs as he is constructing his concept of non-place, while the 
distinction between places and non-places derives from the opposition be-
tween space and place (Ibid, p. 79). The concepts of space and place each 
require a definition. De Certeau explains place as the empty grid on which 
practice as space and spatial dimensions takes place. Non-place is a some-
what more fixed concept which, in opposition to place, is not practiced 
through historical and relational activities that create identity. He under-
stands non-place as being in opposition to the concept of place (de Certeau 
1984, pp. 117–118). 
As mentioned above, de Certeau’s concept of strategies is related to Lefebvre’s 
spaces of representation, while his tactics are related to Lefebvre’s represen-
tations of space; however, de Certeau’s concepts are more operative, espe-
cially the concept of tactics, which are instructions on how to emancipate 
oneself from ruling strategies in everyday life.
SITE-SPECIFICITY
Neither Lefebvre nor de Certeau’s approaches concern the site-specific as-
pects of the dialectic of the theories they unpack. Their perspectives are 
more generic concepts for spatial practices. Since the theoretical concept 
employed in this thesis will travel from site to site and will also operate 
between different contexts from festival site to urban site, contextual mat-
ters of site-specificity are important to include. Kwon has constructed a 
theoretical approach for the concept of site-specificity, pointing out three 
paradigms of site-specificity: the phenomenological and experienced, the 
social and institutional and the discursive. She argues that site-oriented 
artistic practices more and more often seek intense engagement with the 
outside world and everyday life, and are concerned with integrating art di-
rectly into the social realm in order to address urgent social problems and 
site-specific matters (Kwon 2004, p. 24). Kwon finds the reflection on dis-
course and representation highly relevant to the concept of site-specificity. 
She uses the conception of a discursive site to puncture what she calls ‘the 
myth of the modernism’ of innocent space, a concept she borrows from 
contextual thinking about minimalism, which challenged the notion of an 
autonomous object by deflecting its meaning into the spaces of representa-
tion (Kwon 2004, p. 13).
Kwon describes the discourse about a site as a site of effect and reception, 
and she recognises that the discourse of the site is a crucial aspect in analys-
ing the site-specific landscape. Thus, according to Kwon, site-specific dis-
course is structured in intertextual ways rather than spatially. She illustrates 
this by stating that the model of a site is not a map but instead an itinerary, 
a fragmentary sequence of actions and events through space—a nomadic 
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narrative whose path is articulated by the passage of the artist (Kwon 2004, 
p. 29). Kwon’s concept allows reflections on sites to include artwork, writ-
ten documents, banners, programmes and renderings that encompass nar-
ratives of the site. 
Her concept of experienced and phenomenological space expands upon 
Lefebvre’s concept of spatial practice with a site-specific dimension. Kwon 
also processes the discursive layer of site-specificity in accordance with 
Lefebvre’s spaces of representation and de Certeau’s understanding of strat-
egies, allowing a site-specific discourse to emerge. 
The trialectic formation of spatial concept formats originated in Lefebvre’s 
trialectic theory structure as a dialectic between spatial practice, spaces of 
representation and representational spaces. DISCOURSE
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This particular spatial understanding, defined by Lefebvre, de Certeau and 
Kwon, operates with a spatial component focused on the formation of space 
as a social and discursive concept and can therefore be understood as having 
layers representing both a practised and social concept as well as a represen-
tational and discursive concept. This is a site perspective which is socially 
oriented: an important framework to set up so as to inform curatorial meth-
odology, since it enables an understanding of the site as a practised place 
from these particular angles. 
This spatial theoretical set-up enables us to unmask the spatial layers of a 
case like Eichbaumoper, where the site concept was transformed from a met-
ro station into a temporary public space for cultural experience. Through 
Lefebvre’s in-between concept the layers of the spatial representation of the 
planning discourse and the representations of space by raumlabor’s curato-
rial counter-discourse of representing the concept of an Opera, a high-cul-
ture event, in opposition to the vandalised and hostile atmosphere at the site 
are made visible. Here, site-specificity is catalysed as what one can under-
stand as de Certeau’s tactics, and develops both spatially and intertextually 
as a new vision for the site. 
46 Between Sites: Relocating Critical Curatorial Practice
DISCOURSE THEORY
The fact that several discursive aspects and discourses, together with the 
differentiation between them, are relevant to include in this theoretical 
model has already been made clear in the above section on spatial theory, 
where concepts like de Certeau’s strategies, Lefebvre’s spaces of representa-
tion and Kwon’s discourse of site-specificity are presented as key to grasp-
ing site conceptions and are included in spatial analysis. Since the concepts 
of theoretical framework should be understood as dialectical trialectics 
with relational interactions, rather than three totally separated concepts of 
discourse, the concept of discourse also occurs as a separate concept here 
in a more unpacked version. 
Discourse analysis is often combined with textual analysis from social sci-
ence, cultural studies and literature; but encompassing art or spatial analy-
sis with discourse theory is not a very widespread approach. The term ‘dis-
course’ covers a wide range of interdisciplinary approaches that are most 
often applied to different fields like sociology, social psychology, cultural 
studies, post-colonial studies, literature studies and philosophy. There is no 
widespread agreement on what discourses are, how they are defined or how 
they should be analysed; however, many approaches to discourse analytics 
derive from a social constructivist and poststructuralist foundation, and 
often refer to and incorporate terms from the French philosopher Michel 
Foucault, who contributed substantially to the concept of discourse theory 
(Jørgensen and Phillips 1999, pp. 13–21, and Petersen 2009, p. 57). 
In The Archaeology of Knowledge (1969), Foucault states that a group of ut-
terances can be understood as a discourse if they derive from the same dis-
cursive formation and have a character such that one can define a scheme of 
convergence (Foucault 1969, p. 153). Across his writings, Foucault proposes 
both broader and narrower definitions of discourse, making discourse a so-
called floating signifier which different discourses struggle to inhabit. Petersen 
also argues that both in Foucault’s writings and in the broader employment 
of the concept of discourse, the term covers a use of and connection between 
language and practice within different spheres such as ‘political discourse’, 
‘feministic discourse’ and ‘science discourse’ (Petersen, pp. 58–62). 
At a physical site there will always be a hegemony of the discourse, which 
can be understood as a form of ownership or leading power rationale of the 
discourse. This can be private, planned and public, or framed by a festival for 
a temporary period, and this ‘ruling’ discourse can be challenged by other 
discourses. In the present model, the concept of discourse theory is delim-
ited not only by focusing on urban discourses and artistic counter-hegemo-
nies theory but also by the understanding and analysis of Roskilde Festival’s 
discourse which is relevant to the current study. 
In 1999, the Danish sociologist Ole B. Jensen developed a trialectic of ar-
ticulations that focused on language, practice and power rationale as the 
formation of urban discourses in his PhD dissertation Aiming for Something 
with the Place:
•	 Language is understood as vocabulary, meaning, metaphors and 
representation. 
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•	 The power rationale is understood as hegemony, interests, knowledge/
power and truth/reason. 
•	 Practice is understood as actors/subjective positions, structures/
institutions and socio-spatial actions (Jensen 1999, p. 76). He states 
that discourse analysis encompasses a genealogical mapping, which is 
not delimited mono-causally but is instead present in several variations 
and constellations (Ibid). According to Jensen, a discourse is a horizon 
of meaning, a combination of socio-spatial material practices that 
emerges within a specific rationale.  
In his 2004 article City, Power and Network, Jensen elaborates upon how in-
tertextual and linguistic representation affects the discourse of the city and 
plays an important role in the spatial manifestation of urban space, in line 
with what Kwon argues in her concept of the discourse of the site.
Urban practices and systems of meaning are incorporated in more or less 
systematic attempts to articulate a particular use of space. The social players 
are in this sense relating the words (and images) of institutional arenas and 
networks in order to achieve certain effects for the ruling configurations of 
the power-rationale (Jensen 2004, p. 56).
Jensen pleads for a preconception of the representational logic of discourse, 
and adds a spatial dimension to it, because more and more often urban rep-
resentational discourses in urban interventions can be understood as ur-
ban transformations or architectural manifestations as a symbol of power. 
According to Jensen, the challenge is that these kinds of discourses can have 
economic and social consequences (Ibid, pp. 50–54). In this way, Jensen 
sets up an operative trialectic framework for how discourses are established 
in urban spaces. 
LINKING DISCOURSE AND SPACE
Together with Tim Richardson, Jensen also elaborated upon connect-
ing the discursive and spatial perspective in an article of 2003, Linking 
Discourse and Space: Towards a Cultural Sociology of Space in Analysing 
Spatial Policy Discourses, a detailed set of reflections on how policy dis-
courses affect spatial production. In the article the authors focus on how 
rationality and power discourses set out frames for spatial formation. Their 
approach anchors the dialectical approach between social practices and 
the symbolic meaning that is connected to the spatial environment and 
formation (Richardson and Jensen 2003, p. 7). They aim to unmask how 
spatialities are ‘constructed’ in policy and planning discourses and argue 
that this field can benefit from ontologies other than discourse theory. 
They also suggest the establishment of a theoretical framework that draws 
to a broader extent on a cross-disciplinary socio-spatial approach which 
sets up a discourse analytic framework encompassing the ways in which 
words, actions and representative spaces develop on the basis of certain 
relationships between power and rationality. They describe this as a non-
textual approach, which includes the performativity of the discourse by 
focusing on the spatial practice it entails (Ibid, p. 8).
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Richardson and Jensen also employ a trialectic framework for their analysis, 
as follows:
•	 Spatial Practices  
The first category focuses on the coercive and enabling effects of socio-
spatial practices on social relations, which yield not only the material 
dimension of human agency but also reinforce the significance of 
power. They refer to Lefebvre’s concept of spatial practice. This 
category is also important in discursive formation, since it recognises 
the importance of the production of space through spatial practices 
(Ibid, p. 10).  
•	 Symbolic Meanings  
The second category addresses how meaning is attached to the 
spatiality of social life, and deals with the way that representations, 
symbols and discourses present the cultural meaning of socio-
spatiality. Lefebvre’s concept of representations of space is used in this 
category to explain the symbolic production of space. The category 
presents a conceptualised space defined by planners, technocrats, 
urbanists, etc., who identify what is lived and what is conceived, 
grounded in ideological and strategic aims (Ibid, p. 12). 
•	 The Politics of Scale  
In the third and last category, Richardson and Jensen introduce a new 
notion of socio-spatiality: the politics of scale. They argue that the 
ways spatial practice and the construction of symbolic meaning take 
place are on a particular scale. This scaling should be understood to 
as indicator of how a policy of scale unfolds. In the practice of scaling 
policy for space, cultural sociology production becomes sensitive to 
the space, which can be either enabling or constraining. The politics 
of scale are seen from body scale to global scale, e.g. from local 
neighbourhood strategies to global spatial development strategies 
(Ibid, pp. 13–14).
  
The framework is an entry point for how to bridge spaces and discourses 
in planning, framed by a cultural sociology of space that is focused on how 
spatiality is played out in a dialectic tension between material practice and 
symbolic meaning (Ibid, p. 8). Although the starting point for Richardson 
and Jensen is an analysis of the new field of European spatial policy, their 
theoretical framework also offers a relevant perspective in this context, and 
allows the analysis to link the spatial manifestations of discourses construct-
ed in Jensen’s trialectic model of 1999. Here they also expand this model to 
include a nuanced perspective on the relationship between spatial practices 
and discourse. This expands the already established trialectic with a focus 
on the dialectic interplay between practices and discourses, but also adds 
theoretical notions in the interplay between spaces of representation and 
representations of space in the spatial trialectic, and establishes an intercon-
nection between discourse and site. 
The concept of the politics of scale adds an analytical discursive horizon to 
the theoretical framework that allows for the socio-spatial aspect of scale 
in the cases studied. This aspect is relevant particularly in the urban cases 
where the horizon of policy of the scale of urban transformation reflects 
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on the spatial practice on the sites. This is the case with Bryghusprojektet, 
for example, where the ruling power rationale of the city and the commis-
sioner, the Municipality of Copenhagen and Realdania, have been criticised 
for demonstrating their scale of power through the commissioning of the 
BLOX project, a large-scale project on one of the last open spots in the his-
torical centre by the waterfront in Copenhagen. 
AGONISM WITH ANTAGONISM
Chantal Mouffe’s critical concept of agnostics and counter-hegemony can 
connect the position of artwork and curatorial practice in relation to the dis-
cursive terrain. Mouffe is most well known for her writings on the radicali-
sation of western democracy through what she calls ‘agnostic pluralism’, and 
has recently developed writings on the radical potential of artistic practices. 
Mouffe argues that an agnostic conception can help artistic practice in the 
hegemonic struggle for public space (Mouffe 2013).
Mouffe advocates an approach that can contribute to radical politics. Artistic 
approaches are easier to understand as political if they are understood as 
counter-hegemonies. By counter-hegemonies she means practices that posi-
tion themselves in critical opposition to the neoliberal hegemony. She coins 
the term ‘artivist’, meaning a hybrid between artistic practice and activism 
that represents important dimensions of radical politics (Ibid, p. 99). Even 
though artists can no longer pretend to constitute an avant-garde offering a 
radical critique, there is no reason, according to Mouffe, to suggest that their 
political role has ended. On the contrary, they play an important role by estab-
lishing new practices and new subjectivities to reconfigure the existing bal-
ance of power, and can play a critical role through their practice (Ibid, p. 105). 
She pleads for what she calls ‘agonism with antagonism’, which can be un-
derstood as a strategy of critiquing that distinguishes between the two con-
trasting models of radical politics as ‘withdrawal from’ and ‘engagement 
with’. In critique as ‘withdrawal from’ lies an understanding of desertion 
and withdrawal from existing institutions and discourses in order to fos-
ter self-organisation. In contrast to withdrawal from, Mouffe advocates the 
concept of ‘agonism with antagonism’ as ‘engagement with’. This concept 
is understood as a hegemonic engagement with institutions and discourses 
with the aim of proposing a different hegemony through engagement, as a 
form of discursive re-articulation of existing discourses and practices as he-
gemonic intervention (Ibid, pp. 66–72). 
These models can be applied to the practice of public art, according to 
Mouffe, and she strongly encourages artistic practices to engage with coun-
ter-hegemony, since she argues that within interventionist practices lies the 
opportunity to construct and reconfigure a counter-hegemony towards the 
existing neoliberal hegemony. 
Mouffe provides a critical perspective on the relationship between dis-
course and practice, and her approach can also be tied to Lefebvre’s spaces 
of representation and representations of space. What is particularly interest-
ing about Mouffe is how her concept enables a scheme of the interaction 
between critical artistic and curatorial practices and neo-liberal discourse. 
Her interest in interaction as a subversive mode of reconfiguration, as an en-
gagement with the hegemony, is an understanding that, despite articulating 
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a critique, can strengthen the relationship between the practices and the he-
gemony. Another position related to Mouffe’s is discussed by Phillips, who 
also writes on the current discourse of public space for artists and curators 
in her 2011 article Too Careful: Contemporary Arts Public Making. She argues 
that the field of public art can be understood as shrinking, replaced by a 
more privatised neoliberal paradigm. Artistic practices should thus recon-
figure their role in what Phillips, through Bruno Latour, understands as the 
urban assemblage (rather than the public space). She writes: 
Reconfiguring assumptions about actors, agents, and attendants (artists, 
curators, and audiences) means reconfiguring both what is done public and 
what is public. As public art slips away in standard description to be replaced by 
diverse forms of participatory, networked and collaborative, and/or discursive 
practice and as institutions recognise this, viewers as well as artists encounter 
a paradox of self-definition which is variously claimed as fundamentally and 
positively egalitarian or entirely destructive of artistic infrastructure. Perhaps it 
is both. This should be taken as an opportunity for reinvention – reassemblage 
rather than be perceived as a fearful shadow on the conception of art’s public 
value. How might art be different publicly or how might the work of an artist be 
counted differently? When Bruno Latour says “the question is to decide whether 
an actor is ‘in’ a system, or if the system is made up of interacting actors”, he is 
demanding that we rethink our part in what he calls ‘assemblage’ of the social. 
(Phillips 2011, p. 55).
Phillips encourages artists, curators and institutions to reconfigure their 
roles and to start asking questions about and taking responsibility for struc-
tural issues such as commissioning processes and relationships to other dis-
courses. She argues that if art does have the ability to reconfigure time and 
space and to influence what is public (or made public) then this is an op-
portunity for artists, curators and commissioners to take it seriously ‘rather 
than play around its edges’ (Ibid, p. 56). Accordingly, and in agreement with 
Mouffe, Phillips not only advocates for engagement but also for the reinven-
tion of relationships and for a critical consideration of the structural set up 
for art in public spaces. 
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One example of how urban discourse can operate took place in Helsingør, 
Denmark, when the Danish/Norwegian artist groups Elmgren and Dragset 
were commissioned to create a sculptural work on the waterfront. A na-
tional foundation, Realdania, which was also involved in the development 
of the harbour front in Copenhagen, disagreed on the location and design 
chosen for the sculpture—a shiny silver reinterpretation of the famous little 
mermaid, but featuring the body of a young boy instead of a female mer-
maid. Through protests in the local press, a hegemonic discourse and local 
conception of a project that still only existed on a conceptual level occurred 
(Neergaard 2014, p. 27). This example illustrates how discourses of sites 
can be established through the intertextual hegemonies and narratives of 
those sites. These concepts are important aspects to employ in site-specific 
engagement, since they allow practices to navigate in different discourses of 
the sites in the cases in the thesis. 
The theoretical framework of sociological urban discourse theories allows 
Jensen and Richardson to construct an understanding of the elements 
that make up urban discourses and to identify these elements. Mouffe and 
Phillips focus especially on the interplay between hegemony and artistic 
practices, encouraging artists to engage with discourses as radical counter-
hegemonies. Even though Mouffe’s perspective is critical towards what she 
calls ‘the post-Fordist neo-liberal hegemony’, she acknowledges the need for 
artistic practices to engage with these discourses. An example of this will be 
presented in the forthcoming case from Tempelhofer Freiheit by raumla-
bor and HAU, who constructed a curatorial counter-discourse to the plan-
ning discourse in Tempelhofer Freiheit through the temporal exhibition Die 
Grosse Weltaustellung, suggesting an alternative critiquing of the existing 
planning discourse and an alternative use of the site. 
ART THEORY
Mouffe and Phillips address the interplay between artistic practices and 
hegemonies, highlighting the potential for art practices to establish coun-
ter-discourses. Critical spatial practice has already been introduced as a 
concept that broadens particular genres of art which operate as spatial inter-
ventions; critical spatial practice therefore emphasises the core framework 
of the theoretical model it applies, particularly for the artwork in question. 
Particular kinds of art encourage different kinds of interaction, and involve-
ment evokes different kinds of embodied approaches. 
However, this theoretical perspective is limited to a focus on three particular 
genres within critical spatial practice, i.e., socially engaged art, installation 
art and performative interventions, which inevitably intersect the genres in 
this field. At the same time, these ‘categories’ also contain a binary concep-
tion of art, from the socially and collectively oriented to the more singu-
lar and embodied experience, and since this field of research encompasses 
practices that operate within this binary—some even purposefully employ-
ing this dialectic—it is important to provide a perspective that emphasises 
both. The narrowing down to this theoretical horizon for an art concept and 
a subdivision of the three genres derives from researching Roskilde Festival, 
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the urban cases and reference cases such as Eichbaumoper and Urban Play, 
as well as experiencing critical spatial practices. 
SOCIALLY ENGAGED PRACTICES 
The concept of socially engaged practice is presented, among other places, 
in Lacy’s 1995 work mapping the new genre of public art. Here she describes 
new genre public artists as being interested in the broader context of social 
and political life: social theories are linked closely with the creation of this 
art, the artists’ expression, and the issues at hand. The curator and professor 
Mary Jane Jacob asks: What kind of audience is willing to be involved in 
art discourse and who defines the importance of contemporary art? Jacob 
explains that the genre of social art is not new but is growing rapidly, and 
emphasises a broad range of artists who may use art to express their identity, 
to critique society or produce change (Jacob 1995, p. 53). 
Jacob defines the following three types of work with a socially engaged 
agenda (previously presented in relation to socially engaged curation in 
the first chapter):
•	 The emblematic, which constitutes an object or action that confronts 
a social problem or makes a political statement in a public setting and 
aims to inspire change. 
•	 The supportive, wherein artists aim to be connected to others, to affect 
the actual social system and play a role in the system, hoping through 
artistic processes to impact the system addressed by their work. 
•	 The participatory, wherein the artistic concept should be created 
collaboratively and have a lasting impact on those who are involved 
(Jacob 1995, p. 54). 
Jacob’s overview presents the diverse artistic roles within these practices and 
the broad spectrum of social engagement. These practices are concerned 
with employing their artistic practices to create socially engaged concepts. 
According to Lacy, these kinds of practices were initially only sporadically 
recognised (Lacy 1995, p. 30). A couple of years later, however, the French 
art critic and curator Nicolas Bourriaud coined the term ‘relational aesthet-
ics’, which focused on art’s ability to nurture social relations. 
RELATIONAL AESTHETICS
The term ‘relational aesthetics’ was created to describe a new mode in fine 
art practice developed as “a set of artistic practices which take as their 
theoretical and practical point of departure the whole of human relations 
and their social context, rather than an independent and private space” 
(Bourriaud 1998 (2005), p. 113).  Approaching art, which disassociates its 
practice towards the avant-garde, Bourriaud argues that the subversive and 
critical function of contemporary art is now fulfilled through the inven-
tion of individual or collective vanishing lines, and through the provisional 
and nomadic constructions artists use to model and distribute disturbing 
situations (Ibid, p. 163). He seeks to apply new criteria to analyse the of-
ten opaque and open-ended works of art of the 1990s (Ibid, p. 7). Through 
relational aesthetics Bourriaud argues that art no longer tries to represent 
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utopias but instead tries to construct concrete spaces negotiated through 
relationships (Ibid, p. 167). 
Bourriaud has been harshly criticised for his lack of acknowledgement of 
critical theory and history, and for his shallow approach to the negotia-
tion of democratic relations. Bishop wrote one of the most severe attacks 
on Bourriaud’s writing in her article Antagonism and Relational Aesthetics in 
2004. While she acknowledges Bourriaud’s insight in analysing new instru-
ments—performances, interventions, participation and economies (Bishop 
2004, p. 54)—she criticises Bourriaud for proposing too shallow a politi-
cal dimension in art, with a focus on ‘microtopian’, ‘feel-good’, entertain-
ing, self-congratulatory and reassuring events without reflecting on how the 
relationship is established, measured and for whom it is created. Instead, 
she asks crucial questions of Bourriaud: Who is the public? How is a culture 
made and who is it made for? And how do we measure or compare these 
relationships and the quality of the relationship? She questions the lack of 
interest in individuals and groups, and the lack of awareness of who is pro-
ducing the encounters (Ibid, pp. 65–68). 
Although the concept of relational aesthetics has been widely condemned 
by critics for its insensitive and generalising approach to its audience, the 
concept still coined a term and raised awareness of a broad group of practi-
tioners that emerged at this time. Bishop’s direction differs from Bourriaud’s 
in not celebrating relations merely for being a social event. She takes a more 
political stance and questions the use of the concept of ‘creativity’ as a motor 
that gives a city magnetism and dynamism, connecting this development 
with the rise of New Labour (Bishop 2012, p. 15). 
Although Jacob and Bourriaud address some of the same tendencies in 
the art field through their theoretical approaches, Jacob locates her inter-
est in socially engaged art in the public sphere amongst the community 
and is interested in the relationships it cultivates and how it does so, while 
Bourriaud’s field unfolds primarily inside the art institution in a discursive, 
sequestered space with culturally determined focuses.  
The curator and researcher Doherty argues that artists and curators needs 
to recognise their ability and their responsibility in their authorship when 
they practice and commission socially engaged art, and reflect not on what 
they can do for a community but rather on how they can create a commu-
nity (Doherty 2009, p. 11). She argues that artists and commissioners have 
a responsibility to reposition themselves in a participatory and socially en-
gaged debate. Doherty and Bishop bring the dialectical discussion on so-
cially engaged art up to date by reflecting on aspects of spectatorship and 
authorship, while Jacob and Bourriaud enable an understanding of the dy-
namics of practices. 
INSTALLATION ART
Where socially engaged art establishes a focus on the relationship an art-
work can establish with its audience and what role it plays in the context in 
which it operates, installation art operates by intervening in a context spa-
tially, and can offer an embodied experience. 
In her 2009 book on installation art, Petersen sets up a theoretical interdisci-
plinary trajectory, focusing on the relational connection between artwork and 
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context. Here she discusses the embodied space that an art installation con-
stitutes as a genre crossover that unites theatrical and spatial articulation with 
an embodied realism. This motivates the spectator to contemplate the context 
of the installation as an embodied experience. According to Petersen, instal-
lation art has contributed to new ways of experiencing and perceiving art over 
the last century, but has also reconfigured art’s relationship to context, free 
from being anchored in specific mediums (Petersen 2009, p. 17). 
Petersen sets up a model to open her analysis, she focuses on installation art 
from three dimensions: context, time and spatiality:
•	 Context refers to the place in which the installation is situated: 
its physical, architectural and urban surroundings; its cultural, 
economical, philosophical and institutional contexts and crossover 
contexts to other disciplines.
•	 Time includes the artistic process: the represented time, the artwork’s 
immanent structuring of time and the reception time as the time the 
spectator spends with the artwork.
•	 The spatial installations refer to: the individual form of the installation 
as formed space and the installation as a genre form (Petersen 2009, 
pp. 46–48). 
Peterson also adds a frame around this tripartite model, which she calls the 
critic’s framing, or discourse: a place and context in which to situate the 
discussion of the discourse (Ibid, p. 49). The model presents a relational un-
derstanding of installation art as genre. The relational mode of Petersen’s 
model has, as described above, inspired and informed the dynamics of 
this model, since it establishes an analytical model that enables the art-
work’s format to unfold in close relationship to its context. Furthermore, 
Petersen’s further contextualisation to a discursive perspective allows for 
including the current discursive perspective as a frame for contextualisa-
tion and reflection.
Petersen also states, however, that even though her discursive understanding 
is built on the Marxist-founded critical understanding of discourse which 
aims to contribute to power relations in society, she does not see how art 
can contribute to this position, since art’s position is too marginal as com-
pared to social, political and economic processes (Ibid, p. 60). As argued 
above and in the model constructed here, for urban contexts this particular 
perspective will include more discourses, and also discourse as a relational 
part of the model and not ‘only’ as contextual backdrop. A more integrated 
and operational critical dimension has also been unpacked by Mouffe and 
Phillips who, in opposition to Petersen, argue that art can be ‘artivist’ and 
establish counter-hegemonies when it operates in public spaces and that this 
can contribute to a reconfiguration of discourse. 
While Petersen presents an overall concept of installation art, Bishop deep-
ens her perspective on installation art by setting up four categories of instal-
lation art: ‘the dream scene’; ‘heightened perception’; ‘mimetic engulfment’; 
and ‘activated spectatorship’. Bishop sets up these four categories of instal-
lation art with a focus on spectatorship. Unlike Petersen, her categories are 
developed out of an interest in an embodied installation concept, though 
without reflection on the contexts in which they appear. As a result, these 
two frameworks complement each other well in this context.
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Bishop describes the ‘dream scene’ as being closely related to both scenogra-
phy and the interpretation of dreams. Dream scenes are often large-scale in-
stallations and modulated landscapes that invite spectators to immerse them-
selves in the installation. In the scenographic set-up the spectator becomes 
a figure and participates in the narrative of the installation. The concept of 
the dream scene is inspired by Freud’s theories and interpretation of dreams. 
These installations have an open-ended interpretation that allows spectators 
to apply their own memories and experiences to them (Bishop 2005, p. 17). 
‘Heightened perception’ covers those installations that focus primarily on 
embodied perception as a focus for the experience, meaning installations 
that focus on a sensory experience. These installations are often spatial in-
stallations processed for the embodied experience. They enhance the senses 
as tools for the embodied experience. In her analysis, Bishop uses works by 
the minimalists Robert Morris and Michael Asher, as well as more contem-
porary artists such as Dan Graham and Ernesto Neto, to exemplify the way 
that heightened perception can be experienced both through minimalistic 
theatricality, in which the experiences of the objects are established in the 
meeting with the present and moving spectator, and through a more direct 
physical effect from the light, the tactility of the material and temperatures 
(Bishop 2005, p. 14). 
Unlike heightened perception, which enhances the sensory experiences of 
the spectator, ‘mimetic engulfment’ engulfs the spectator in a room of diso-
rientation, darkness and fragmentation. Mimetic engulfment employs diso-
rientation to create an alternative to the well-known, destabilising the use 
of the senses as a method of navigating. The spectator is in a manipulated 
room in which mirrors, fog, darkness and sounds distort orientation, with 
the ‘I’ becoming disrupted and the body emancipated and integrated in the 
installation (Bishop 2005, p. 82).
Bishop’s last category is that of ‘activated spectatorship’ and is concerned 
with participation and spectatorship as a politicised aesthetic practice, con-
ceiving its viewing subject not as an individual but as a part of a collective 
or a community (Ibid, p. 102). This activated spectatorship is similar to the 
participatory processes in Jacob’s concept and theory, but Bishop is focused 
on the role of the spectator and how the spectator is transformed, with the 
installation operating as a catalyst for the transformation. The categories are 
useful in terms of categorising the kind of embodied experience that can be 
found in an installation and are featured in the forthcoming cases used in the 
analysis. At Roskilde Festival, the Velvet State is used to analyse an example 
of a dream scene in which the performers invite the spectators to become 
parts of a scenography and a sensuous universe, part of a parallel narrative 
to the festival. And at Bryghusgrunden, the mirrored Dreamcatcher instal-
lation and the fact of its taking place in sweat tent can be understood as mi-
metic engulfment through a spatial relocation and distortion of the senses.
EMBODIED SPACE 
Both Petersen and Bishop point out that one of the key notions of instal-
lation art is an invitation to embody space. Maurice Merleau-Ponty, one 
of the leading figures of French phenomenological philosophy, argued 
that it is through the experience of the body that awareness is shaped. He 
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emphasised the body as the primary tool of experiencing the world, a cor-
rective to the long philosophical tradition of placing consciousness as the 
source of knowledge, arguing that the body and what is perceived by the 
body cannot be disentangled from each other (Merleau-Ponty 1945 (2009), 
p. 27). Consciousness and the human body are tools for perceiving and are 
intertwined and engaged. 
The interesting aspect here is not the unchanging object but the integra-
tion of the body and its sensory functions with the sensible qualities it en-
counters. The body as subjectivity intentionally elaborates things within a 
present frame through the use of its pre-conscious experience and under-
standing of the world. The essential partiality of our view and experience of 
things, and their being given only in a certain perspective and at a certain 
moment in time, does not diminish their reality but instead establishes it, 
since there is no other way for things to be present with us in real time (Ibid, 
pp. 4–5). In this way our perception of an object through all perspectives is 
not bound in propositional perception. Rather it is an ambiguous percep-
tion founded upon the body’s involvement and understanding of the world 
that constitutes the landscape’s perceptual gestalt. Merleau-Ponty states 
that only after we have been integrated within the environment can we turn 
our attention toward particular objects within the landscape to define them 
more clearly. Our bodily involvement with things is always provisional and 
indeterminate and we are capable of encountering meaningful things in a 
unified though ever open-ended world (Ibid). Merleau-Ponty’s embodied 
phenomenological approach enables a perspective on the embodied experi-
ence the spectator encounters while engaging in space, in this case instal-
lation art, and underpins the importance of the perceptual gestalt in this 
category of installations.  
Bishop draws out a specific analysis of the characteristics of the installa-
tion genre, but neither she nor Merleau-Ponty operate beyond the subject 
or include the impact of the context. In Bishop’s case, the context is framed 
as the institution, but in the context of this thesis it is crucial to be able to 
relate installation art to other contexts. Combined with Petersen’s model, 
this enables us to frame the concept of the installations and relate them to a 
given context. Bishop’s categories, together with Merleau-Ponty’s phenom-
enological approach, open the way for a situated analysis of installation art. 
PERFORMATIVE INTERVENTIONS
The embodied and time-based components of installation art have inevi-
table performative effects on the spectator, but performative interventions 
also reveal a critical spatial practice. In Intervention and Art: Socially and 
Political Engagement in Contemporary Art (2010), the performance research-
er Solveig Gade introduces a perspective on art interventions that is rooted 
in a combination of performative and relational art theory. She argues that 
the strategies seen in contemporary art interventions can be developed ana-
lytically by including performative theory on theatrical and relational as-
pects with performative aesthetics. 
Gade includes performative and relational theories to construct her theo-
retical framework, most importantly the notion of Nicolas Bourriaud’s 
Relational Aesthetic and Erika Fischer-Lichte’s Performative Aesthetics, 
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from which she finds particular similarities in defining art as an event both 
from a background in theatre and contemporary art. Both approaches focus 
on the inter-subjective exchange as constituting the work, defining the work 
as open-ended, and typically employ an open, involving and democratic art-
work concept (a critique by Bishop of Bourriaud’s open-ended concept has 
already been discussed above). Gade constructs her theoretical perspective 
on the basis of these two theoretical positions. She elaborates three criteria 
that frame a theoretical concept for interventionist performance:
•	 Interventionist performance is not arranged in the light of one 
particular aesthetic ontology; rather, it is arranged in-between theatre 
and contemporary art, focusing on the strategies and the medium of 
the performance understood specifically in relation to interventionist 
and relational art.
•	 Interventionist performance maintains a broad performativity 
concept that allows several discursive layers to develop, and includes 
sociological and anthropological reflections. The individual singular 
performance as such is necessarily influenced by the normativity of 
the performativity discourse, an aspect the spectator or participant 
might not be aware of but which is constituted in the concept of an 
artwork which distinguishes it from human inter-subjectivity.
•	 Interventionist performance focuses on theatrical settings and not 
only the particular event in relational performances, since the artwork 
is not only about the experience but also about the staging (Gade 
2010, p. 33).
Gade constructs a perspective that derives from a focus on inter-subjectivity 
and the connection between theatricality and performativity. Her approach 
allows interdisciplinary notions of performative interventions to be ana-
lysed, and she develops her concept from relational aesthetics and expands 
the concept with Fischer-Licthe’s performative concept, constructing a per-
spective that is focused not only on performance but also on theatrical stag-
ing as an intervention in the context in which it operates (Ibid, p. 31). 
Interventions such as Hilary Powell’s The Games—a performance that fea-
tured in one of the cases studied for this research, in which Powell engaged 
actors to perform humorous and non-athletic situations in neighbourhoods 
about to be demolished as part of redevelopment for the Olympic Park—
and Studio Superniche’s critical employment and transformation of an 
abandoned blue fence from the construction site of the Olympic Park into 
Ping-Pong tables, activities and an observation tower for the site, are both 
examples of projects that intervene site-specifically to shed light on social 
agendas and relations by using performative strategies.
 
PARTICIPATION 
One component that is not in focus in Gade’s perspective is the nature 
and extent of participation in performative interventions. Lacy develops a 
concept of audiences focused on the influence that audiences have in the 
participatory process. Her concept is divided into different degrees of par-
ticipation and is constructed as a series of concentric circles with absorptive 
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membranes that enable interaction between the circles. The diagram is de-
veloped to inform and illuminate an artwork or a practice’s relationship 
with an audience, and to differentiate between the degrees of participation 
(Lacy 1995, p. 176). 
 
ORIGINATION AND RESPONSIBILITY
COLLABORATION AND CODEVELOPMENT
VOLUNTEERS AND PERFORMERS
IMMEDIATE AUDIENCE
MEDIA AUDIENCE
AUDIENCE OF MYTH AND MEMORY
Susanne Lacy’s concentric circle on audience participation
The circular diagram she invents starts in the centre of the circle, where the 
work could not exist without participators developing interactive public 
work that is centrally driven by energy. The next circle out from the centre 
includes the collaborators and co-developers who invest time and energy in 
developing the work. The next level is what she calls ‘volunteers and perform-
ers’, which could include, for example, community members participating in 
a parade, or what Bishop calls ‘delegated’ performers, meaning performers 
or volunteers performing according to instructions or on behalf of an artist 
(Bishop 2012). The circle after this is the ‘immediate audience’, i.e. those 
who experience the performance or the installation ‘live’. The next level is 
the media audience who experience a representation of the work through 
media, e.g., online or in a magazine. The last category, in the outermost cir-
cle, is the audience of myth and memory, who experience artwork through 
literature and tales. The logic of the circle is that the closer the category is to 
the centre, the higher the degree of involvement and participation is given 
from the audience. Lacy perceives spectatorship as two-way communication 
and as an interaction that can develop in degrees (Lacy 1995, pp. 178–180).
Claire Bishop also operates with a conception of spectators in her book on 
installation art from 2005, but later uses this approach to process the act 
of participation in her work of 2012. However, different artworks and situ-
ations invite different forms and engagements in spectatorship, and these 
rules of engagement and how engagement develops can also be subject, for 
example, to an ethical discussion on participation (Bishop 2012). Both con-
cepts allow for the construction of a nuanced foundation for understanding 
the means of audience and participation. 
Kester’s perspective on what he calls ‘dialogical art’ (2004), as presented 
in the previous chapter, describes how socially engaged practices can also 
be understood as dialogical or conversational art that allows the viewer to 
‘speak back’ to the artist in certain ways, with the response becoming an 
integrated part of the work itself. In his research on dialogical art projects, 
Kester describes the role of the artist and curator as enablers, shedding light 
on a social agenda and enabling a dialogue pointing towards a change in 
the situation. Although Kester’s focus is primarily on dialogical art, the 
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characteristics he ascribes to this genre are in tune with the broader concept 
of socially engaged art, where dialogical qualities can be understood as one 
specific quality (Kester 2004, pp.8–9).
The aesthetic theorist Henrik Kaare Nielsen is particularly concerned 
with the relationship between participation and an emancipatory pro-
cess. In Nielsen’s research on ‘The Democratic Public’ in his paper Artistic 
Interventionist Forms (2013), he argues that the delimitation of participatory 
artistic inventions is crucial in order to stage an experiential aesthetic pro-
cess (Nielsen 2013, p. 19). He presents expressive forms of criticality and 
argues that many interventions interrupt contexts in order to illuminate 
paradoxes and unmask through humoristic and destabilising approaches 
that question political processes and power relations. Before an interven-
tion can be understood as an aesthetic intervention, Nielsen argues, it needs 
to facilitate an experiential aesthetic process, which is not an aesthetic com-
munication of a preconceived political message but rather the staging of an 
aesthetic experiential process in which audience members become partici-
pants and embody the conflicts and paradoxes influencing their age in both 
political and cultural ways (Ibid). In these scenarios, the participants reflect 
on the situation with their senses, emotions and intellect (Ibid).
Marling and Kiib also address humour and destabilisation as an interesting 
approach in interventionist culture. In their research on the Roskilde Festival 
they highlight laughter culture and grotesque realism as particular cultures 
with emancipatory potentials (Marling and Kiib 2011, p. 284). Grotesque 
realism, a concept introduced by Bakhtin to describe the aesthetic of popu-
lar laughter culture, includes distortion, exaggeration, humour and extreme 
compositions. These qualities are often used to degrade and deconstruct 
spiritual, abstract and complex themes. In his 1965 book on carnival and 
laughter culture, Bakhtin describes how grotesque realism challenges our 
understanding of the world by distorting and destabilising images through 
a material and expressed degradation, negation and exaggeration (Bakhtin 
1965 (2001), p. 12). The carnival enables a temporary release from the ruling 
hierarchical system and relationships in society, together with all privileges 
and norms (Ibid, p. 30). Bakhtin thus frames the liberating and subversive 
character enjoyed by the carnival culture in society, enabling people to re-
find themselves as equals among others (Ibid, p. 31). 
Bakhtin employs Rabelais’ writing on carnival culture and Cervantes’ Don 
Quixote as the basis for a description of the figures in grotesque realism. He 
defines an embodied material principle from vernacular laughter culture 
and it is this embodied material aesthetic that he calls ‘grotesque realism’. 
Bodily exaggeration and decadence are understood positively and as a deg-
radation from all that is high, spiritual, ideal and abstract (Ibid, pp. 42–43). 
Bakhtin argues that degradation digs a physical grave that focuses on a new 
birth: it is not merely negative and disturbing; it is also positive, inciting 
rebirth. In this way it is ambivalent because it simultaneously negates and 
acknowledges, creating what Bakhtin calls a phenomenon in a state of trans-
formation—a still-unfinished metamorphosis (Ibid, pp. 45–50). 
Doherty and O’Neill have also coined a disruptive adjective as an impor-
tant concept, albeit one somewhat more friendly and seductive-sounding 
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than ‘grotesque realism’: ‘charismatic object or agency’, by which they mean 
a physical object or an agent both engaging and alluring to the public imagi-
nation. These are objects that are capable of nourishing the capacity for crea-
tive illusion, to act and think as though things were different, an interrup-
tion that enables a public to explore its own utopian expectations, thereby 
exploring the problems that such ideals might subsequently create (Doherty 
and O’Neill 2009, pp. 7–8). 
While the charismatic agency seems to suggest a slightly softer and more 
comforting approach than the destabilising approach of grotesque realism, 
both attitudes evoke a mode for participation and spectatorship through 
alluring aspects. Charismatic agency was a concept identified in one of 
the projects in the fourth case studied, Bryghusprojektet. Here the artist 
group Senna designed a small mirrored tent installation on the site, the 
Dreamcatcher, which was programmed with engaging activities and pro-
voked curiosity amongst passers-by and participants who were attracted by 
the scale and expression of the installations and the programme.
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The theoretical perspective of the artwork is set up in this way not to de-
fine a ‘genre’ but rather to lay out an art theory that can inform the analysis 
and the critical curatorial practice. Clearly these genres, and the artworks in 
the cases studied, draw on related positions. Particularly interesting is the 
combination of humoristic, charismatic and seductive artistic strategies em-
pl yed to convey critical interventions. These qualities are seen in performa-
tive interventions and installations and operate as a form of carnivalesque or 
embodied space. One example at Roskilde Festival in 2013 was the perform-
ative installation Church of Beer by the artist collective Maximum Service, 
in which two contemporary drag queens performing as priestesses engaged 
the audience in the context of an installation built of surplus material from 
the festival itself—i.e. beer cans. This demonstrated a form of energetic and 
engaging grotesque performance. An example with more charismatic char-
acteristics is that of Lukas Feireiss’s growing imaginary island created by 
children in Tempelhofer Freiheit.
61Theoretical Research Approaches
TEMPORARY TOPOLOGIES
In the context of critical spatial practice curators employ temporary art-
works that intervene or pop up as ephemeral notions, question marks, cri-
tiques and entertainments in the context of urban development. The testing 
of cheaper urban elements prior to ‘permanent’ solutions is becoming wide-
spread both in the context of urban development and public arts curation. 
In the historical introduction it was presented how temporality as such is 
not a new phenomenon but a quality that was also employed and celebrated 
in avant-garde art and architectural groups. Therefore it is also relevant to 
look closer at how temporality operates in relation to artwork. The concept 
of temporality as an element in urban development and public arts curation 
is currently employed broadly and not very specifically. The concept calls 
for specification of the relevant topologies of temporality. This section will 
therefore focus on presenting the four most relevant and useful qualities of 
temporality in this context: the disruptive and emancipatory; the nomadic; 
the narrative; and the connecting. 
THE DISRUPTIVE AND EMANCIPATORY
Temporality can be understood as delimited, and through its limited time-
frame can function as a break or an exception from daily life. Bakhtin’s writ-
ings on grotesque realism and the carnivalesque processes emphasise the 
importance of temporary interruptions to daily life as a means of letting off 
steam. He suggests that feeling uncontrolled can cause a temporary release 
and argues that the carnival and grotesque realism can be understood as 
emancipatory (Bakhtin 1965). The temporal has limitations in terms of a 
limited time period of engagement and challenges in maintaining dialogue, 
but as has already been indicated through Bakhtin, temporal intervention 
has the potential for interruption. Already in the 1960s the Situationists had 
celebrated disruption as a way of reacting to the socio-economic situation 
by interrupting the public realm through performative approaches. 
Many current practices also explore the disruptive qualities of temporality. 
In the forthcoming cases, disruption as an emancipatory aim is employed 
by, among others, the performance collective Maximum Service. Through 
humorous and grotesque scenarios—creating a church out of empty beer 
cans or a festival for dogs—they interrupted both the festival context and 
the urban context, aiming to create a free space through this action. 
THE NOMADIC
Temporality, in its fluidity, can be understood as having a nomadic charac-
ter, meaning that temporality can express an unhinged relation to the site on 
which it is placed or operates. 
In the first part of One Place After Another, Kwon reflects on the shift in 
advanced art practices from a fixed, grounded practice in a physical loca-
tion to a discourse that is more vectored, ungrounded, fluid, and virtual in 
practice. This leads into new possibilities for site expansion in conceptual 
and locational terms. According to Kwon, this phenomenon is celebrated by 
many artists, curators and critics as enabling more effective ways to resist 
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the revised institutional and market dynamics that now commodify critical 
art practices. The ability to conceive of the site as something more than a 
place is a crucial conceptual leap in defining the role of public art and art-
ists (Kwon 2004, p. 30). More and more projects work as unhinged, both 
in a literal physical sense in being separated from the site, and in a meta-
phorical sense, as being performed in the discursive dynamic. The unhinged 
should not be understood as a reversion to modernist autonomy, however, 
although this discourse remains predominant. It will rather be understood 
as a reaction to the pressures that practices encounter today, which are not 
exactly comparable to those faced fifty years ago (Kwon 2004, p. 31). Kwon 
also questions the commodity of the site-specific when it has become full 
of anti-commodities such as immaterial, process-oriented, ephemeral and 
performative artworks that employ fluid and nomadic mobility for the same 
desire, since unhinging becomes a current form of resistance for critical art 
(Kwon 2004, p. 31). 
This viewpoint is backed up by critical ideas from Lefebvre and de Certeau 
(as described above) which claim that spatially detached (and thereby also 
ephemeral) practices have a particular mode of criticality embedded in 
them, since they can interrupt and question existing narratives. The nomad-
ic potential of temporary practices also becomes a critical potential. This is 
an aspect also seen in the practices in the following cases. The Dreamcatcher 
tent placed on Bryghusgrunden, for example, operated as a temporary place 
for discussion about the contentious topics of the site, and was both in its 
tent expression and temporary presence a nomadic visitor on the site. 
THE NARRATIVE
Sociologist Ruth Finnegan demonstrates another relevant perspective in 
Tales of the City (1998), showing how the concept of temporality can be ex-
panded even further into the urban context and can help in studying how 
the qualities of temporary art and architecture are acknowledged as urban 
catalysts. Urban planners and developers find the temporary interesting not 
only because of its flexible and affordable characteristics but also for its abil-
ity to narrate and test a possible future of the city. Finnegan states that the 
‘temporal ordering’ and ‘temporality’ found in narratives of urban progress 
can be useful concepts to add to urban theory in order to understand the 
structure and tale of the urban transformation. She suggests that the tempo-
ral frame is more and more often brought to our attention through the use of 
a clear ‘before’ and ‘after’ referencing, thereby actively stating the progress 
and the narrative of the city (Finnegan 1998, pp. 17–18).
Finnegan draws a distinction between the historical narration of urban 
change through great events and paradigms. This is told either through ideo-
logical narratives or ideas of modernity with ‘pre-’ and ‘post-’ stages. Analyses 
of political economy employ temporal framing and dramatic events to nar-
rate the struggles and changes in which cities play their part over time (Ibid, 
pp. 16–18). These themes, paradigms and ideologies have been and are tem-
porary in the world system and propose different kinds of narratives in urban 
history. It is often the case that regenerational areas in urban development 
inhabit narratives of ‘what is yet to come’ in language, illustrations and tem-
poral art, architecture and events that test the potential of the permanent 
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development. This enables the planners of these areas to create narratives of 
what kind of area is still to come. Finnegan argues as follows:
Temporal structure itself sometimes provides the coherence. Post hoc is readily 
acceptable as propter hoc when tellers and audiences can relax into the 
seemingly logical and well-ordered sequence of a familiar plot. The motivating 
causes invoked by urban narratives also represent shared understandings about 
how such stories should unfold. Heroic (or devilish) tales of modernity, progress, 
capitalism or technological development portray, it seems, precisely the kinds 
of events and sequences that can be expected to happen, carrying their own 
conviction.  
(Ibid, p. 23)
Finnegan offers a way of studying temporal narrations in the urban context 
that creates an open understanding of narration in urban development. She 
argues that it is through telling and re-telling powerful and romanticised 
plots of a city’s tale that an understanding and experience of what it means to 
live in the city is shaped. She understands this as a symbolic practice of the 
continual telling and retelling of these stories, which are neither accidental 
nor an incidental dimension of our culture (Finnegan 1998, p. 18). Her con-
cept is particularly useful when discussing the effect that temporary instal-
lations have on an area. Finnegan makes it possible for us to understand how 
temporary practices, whether they can be critical practice or not, contribute 
to an understanding of an area with urban life by establishing a narrative of 
what is yet to come. This aspect is also celebrated by the economic ration-
ale, thereby shedding light on the sometimes paradoxical relationship of the 
critical spatial practice operating in urban contexts. 
THE CONNECTING 
The temporary event is also recognised for its ability to establish social rela-
tions and connect communities through artworks, architecture and events. 
Doherty introduces a concept of public time, stressing that we should shift 
the focus from the physical public space which projects inhabit to public time 
and the coming into being of a temporary public in this period (Doherty 
2009, p. 9). The temporary event compresses the period of time available 
in which to work, in some cases leaving a limited period of time to enforce 
interaction. A project has the ability to create new social relations around 
the event or place by establishing a temporary framework. Often these new 
social relations are related to aspects of the event and are also temporary 
and disappear with the project. In other projects, networks are created to 
be sustainable. An example of a temporary practice that aims to establish 
a community is provided by one of the case studies, the project by Public 
Works in Hackney Wick. Public Works are interested in engaging the com-
munity in temporary events that empower and encourage the community to 
share knowledge and resources. 
The theoretical position here perceives a paradoxicality embedded in the 
ephemeral event that keeps it shuttling in a reciprocal mode between vision 
and reality. Thus, although temporal artwork binds highly complex aspects 
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of agency, authorship and expectation within its fluidity and dialectic re-
lationship to a particular site, it also enables a particular mode of critical 
spatial practice and is an interesting way to reflect on the temporal limita-
tions and abilities of the cases by nuancing the particular angles from which 
it operates. These temporary topologies are naturally not the only qualities 
of the temporary, but in this context they are the most relevant to include. 
A THEORETICAL MODEL FOR AN EXPANDED PRACTICE
In this chapter a theoretical model is set up that encompasses spatial, dis-
cursive and art theory, including a section on temporality within this field 
of research. The model aims to construct a lens that enables the analysis of 
curatorial projects not only in urban contexts but also at Roskilde Festival. 
Furthermore, this theoretical model informs the research methodology of 
critical curatorial practice. As introduced at the beginning of this chapter, 
critical curatorial practice is understood as being closely related to critical 
spatial practice; however, for this particular research, where the practice is 
relocated from Roskilde Festival to the urban terrain, an even more interdis-
ciplinary lens is required than that provided by Rendell’s concept. 
In the analysis, the model will focus on the concepts of site and discourse 
and the relationship between these concepts, as well as on the concept of 
temporality. The analysis of the cases will not be carried out rigidly in ac-
cordance with the structure of the model but rather will follow the nature 
and format of the cases. The different case analyses will focus on different 
parts of the trialectics in order to deepen the perspective on the particular 
concepts and relationships. The case analysis will, however, be related to the 
theoretical model.
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The chapter above focused on designing a theoretical model as a framework 
to inform the practice-led experiments in the cases. The cases follow an it-
erative process of generative critical reflection. The practice reflects on the 
theoretical positions throughout the four cases. This chapter will focus on 
how the research for the critical curatorial practice in this thesis is practised 
methodologically. 
The four cases each consist of distinct bodies of work in different contexts. 
In this way the similarities amongst the contexts and the emerging meth-
ods will allow for combining critical trialectic reflection with the practice-
led research. 
The research questions require an experimental methodological approach 
that can allow curatorial practice to encompass approaches from spatial the-
ory, discourse and art theory, and urban planning practice so as to develop 
as a notion of curatorial design and practice in the given context of either 
urban transformation or at Roskilde Festival. 
The combination of the theoretical model with a practice-led curatorial 
research methodology as a ‘curatorial laboratory’ is therefore employed 
because it allows empirical cases to be informed and researched by the 
theoretical model. 
Rendell makes it clear in Art and Architecture: A Place Between that her aim 
is not to suggest theory as a generic model that can test the specific practice 
to illustrate theoretical concepts. She explains as follows: 
Rather than use theory to explain practice or practice to justify theory, the 
point of theory in Art and Architecture is to articulate practices that operate 
between art and architecture; by discussing spatial concepts in theoretical 
writings I open up a place between art and architecture that allows works to be 
explored in relation to one another, as forms of critical spatial practice.  
(Rendell 2006, p. 12) 
This argument prevents her approach from being understood as set of rules 
to instrumentalise inter-disciplinary practice rather than as a critical reflec-
tion on how these practices operate. The aim here is not to adopt Rendell’s 
approach fully, but her trajectory of introducing particularly relevant con-
cepts in order to discuss certain movements is also applicable for this work. 
Instead, the aim is to set up a methodological model that will enable an 
understanding for the particular field of artwork and sites with which this 
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thesis is concerned. Rendell’s concept of critical spatial practice and her dia-
lectic thinking is a comprehensive approach for the field. Nor is the goal to 
design a contemporary curatorial model to use in contexts of urban trans-
formation as a blueprint for curators and planners working in this field. The 
goal here is less descriptive, adopting a more sensitive approach to focus 
on developing a mode of curatorial practice that can be relocated from the 
festival site in Roskilde to contentious sites of urban transformation. This 
operates as an experiment in critical curatorial practice where the research 
is simultaneously exploring how artwork can be understood through par-
ticular modes of critical spatial practice that can reflect particular sites and 
their discourses in an encounter. 
SITE-WRITING AS CURATING
To activate the expanded theoretical concept of critical spatial practices, an-
other practice-led concept of Rendell’s ‘site-writing’ is employed as a core 
methodology in this project. This is an approach to sites that works as an 
embedded, situated criticism. Rendell explains that site-writing operates 
to reflect one set of relations while producing another. In this sense, site-
writing provides a new cross-disciplinary view of understanding the site 
in-between art criticism and practice, and allows more intuitive reflections 
and experiences to be followed and investigated (Rendell 2010, p. 18). She 
suggests that the production of art criticism itself becomes a form of situ-
ated practice: an architecture of art criticism (Rendell 2010, p. 2). Rendell 
describes the aim of site-writing as a situated practice thus:
Site-writing configures what happens when discussions concerning situatedness 
and site-specificity extend to involve art criticism, and the spatial qualities of 
writing become as important in conveying meaning as the content of criticism. 
My suggestion is that, in operating as mode of practice in its own right, this kind 
of criticism questions the terms of reference that relate the critic to the positioned 
“under” critique, and instead proposes alternative positions for the critique to 
adopt – in relation ‘to’ the work and through the use ‘of ‘ the work. This process 
of configuring writes the sites between critic, work and artist, as well as between 
critic, text and reader; and in doing so constructs an architecture of art criticism.  
(Rendell 2010, p. 20) 
In this way, site-writing enables an approach in which criticism also be-
comes involved in the practice. Rendell further introduces the practice of 
site-writing as a form of situated criticism, where she points out an interest 
in differentiated manifested interpretation: 
It is precisely these differences in interpretive attitudes and performative 
manifestations that interests me in site-writing, produced as they are 
according to the distinctive locations of interpretation and the varying 
distances and conditions of responsibility have in relation to the authors and 
the audiences. This observation is of special relevance to art criticism today 
since it draws attention to the various types of art, interpreter and performer 
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and the specific sites of their engagement with art, from the curator to the 
collector, from the critic to the invigilator.  
(Rendell 2010, p.3) 
Rendell thus opens a dialogue that can be understood as a practised and 
engaged dialectic relationship with sites. Site-writing also derives from an 
interest in psychoanalysis, allowing what might be hidden or supressed to 
occur in the space between private and public, inner and outer, subject and 
object (Rendell 2010, p. 8). Rendell argues that the concept of a psychoana-
lytic setting is indispensable in researching the spatial relationship between 
critic and artwork, and follows the way in which the non-process of the 
framework in which the critic encounters the work influences the process of 
criticism (Rendell 2010, p. 12). 
The reason that Rendell’s concept of site-writing is of such great interest to 
this research is exactly the relationship between the spatial exploration of a 
site (which, within Rendell’s frame, can be anything spatial worth research-
ing) and active and interconnected authorship. Site-writing extrapolates an 
embodied interest and mode of operation in the process of creating a writ-
ing practice, in this case as curation, through which comment and criticism 
emerges. In this observation, there is a reason to argue for the situated, site-
specific practice concerned with the site. In other words, site-writing is here 
a curatorial practice which: 
•	 is concerned with all aspects and agents that format the site
•	 responds to site-specific situations
•	 operates embedded on the site
•	 creates space for intuitive reflections through sensitive approaches 
Site-writing can therefore can be generative both as a research approach 
and as a practice. The practice will be reflected as an aspect of the project, 
which is not only employed curatorially but is also used by some of the cho-
sen artworks directly. Since some of the analysed artwork employs meth-
odologies that resemble site-writing, however, in the laboratory in-between 
the cases a space for an interlude is established for capturing notions from 
the sites on how to generate the iterations as a writing curatorial process. 
The reading of intuitive gestures, energy and dynamics is encouraged when 
site-writing is used as a starting point. This kind of reading is different from 
what other spatial theories and methodologies enable. It also opens up a di-
rect way to correlate and inform curatorial practice, which is carried out as 
a methodology for the last two practice-led cases of Roskilde Festival and 
Bryghusgrunden. Here site-writing is combined with the framework of the 
curatorial laboratory to allow for researching the sites for historical and spa-
tial practices from the site as a component that, together with the trialectic 
model, informs critical curatorial practice. 
The form of site-writing that operates in these two cases can be understood 
as a way of activating what Lefebvre called ‘spaces of representation’, the free 
space in urban and festival contexts and, through their ephemeral qualities, 
as a form of temporary ‘shadow play’.
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SHADOW PLAY
The concept of shadow play is coined to elaborate and nuance site-writing 
in the curatorial laboratory for chosen cases. The concept of shadow play is 
intended to emphasise a particular kind of critical spatial practice that oc-
curs throughout this thesis. The name ‘shadow play’ is inspired by the artis-
tic research conducted by the surrealists through different artistic practices 
on their own shadow sides: they explored grotesque and humorous shadow 
plays connected with their autobiographic practice, allowing repressed 
emotions to have expression. The concept allows something that has been 
kept in the dark, often with a solemn secret or history, to be lifted up to a 
more playful and light context, but still as a critical comment or alternative. 
In The Production of Space, Lefebvre is interested in the search for transcend-
ent revelation that the surrealists conducted through the literary practice 
of autobiographical writings and spatial potential: “The leading surrealists 
sought to decode inner space and illuminate the nature of the transition 
from this subjective space to the material realm of the body and the outside 
world, and thence to social life” (Lefebvre 1974 (1991), p.18). In this quota-
tion Lefebvre concedes how autobiographical writing has a spatial and so-
cial potential. If we understand shadow play as a spatial form of the autobio-
graphical writing of a site, shadow play can be understood both as a critical 
spatial practice and as a particular form of site-writing which unfolds as the 
kind of spatial autobiography Lefebvre describes. 
Shadow play can be understood as a practice that responds critically to a 
particular site and situation, and, through rendering critiques or alternatives 
temporarily and nomadically, confronts contentious situations. These con-
tentious situations are encountered by employing charisma, humour, play-
ful spatial relocations and embodied features to disarm and involve their 
audiences and to stage a critique. These characteristics allow shadow play to 
interact and disrupt as a subtle and subversive critique that has the potential 
not only to critique and interrupt but also to enable dialogue and engage-
ment. It is a practice that is present both at Roskilde Festival and in the con-
texts of urban transformation. 
THE CURATORIAL LABORATORY: RESEARCHING THE PRACTICE
The theoretical model presented in the last chapter not only informs an 
analytical perspective: between the second case (Hackney Wick) and the 
third case (Roskilde Festival), an additional methodological framework was 
introduced. This is a methodological framework in which the experiments 
of site-wring are prepared as the Curatorial Laboratory. The laboratory is a 
nomadic framework that is relocated before Roskilde Festival and between 
Bryghusgrunden. Here, a theoretical trialectical research set-up is developed 
specifically to inform the practice-led curatorial practice of site-writing.
The concept of the laboratory is an experimental framework, traditionally 
known as a research platform in natural science where scientific tests are 
conducted with microscopes and chemical acids. This stereotypical image 
of the laboratory is far from the idea of a curatorial laboratory. However, 
there seems to be a growing acknowledgement of the experimental platform 
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and conditions that the laboratory can provide. Urban laboratories pop up 
more and more frequently as a framework in which researchers, practition-
ers and the public can experiment with new urban solutions and models. 
In their paper ‘Urban Laboratories: Experiments in Reworking Cities’ 
(2013), Andrew Karvonen and Bas Van Heur write that the platform of a 
laboratory enables a strategic ordering, regulation and experimentation of 
uncontrollable fields of conditions. They argue that one way to put the in-
sights of laboratory studies into the field of urban studies is to emphasise the 
importance of place and to examine the emergent tensions between control 
and lack of control, between uniqueness and generalisation, between con-
tingency and universality (Karvonen & Van Heur 2011, p. 2).
Karvonen and Van Heur wish to unpack the notion of the laboratory to re-
search how it can be helpful in framing and catalysing urban change. They 
argue that urban laboratories involve three key achievements, i.e. situated-
ness, change-orientation and contingency, which can be useful in evaluating 
the practice of an urban laboratory (Ibid, p. 1).
The research methodology of the laboratory, as presented by Karvonen and 
Van Heur, can open iterative processes in the two last cases in urban con-
texts and at Roskilde Festival. The curatorial practice is laid out and reflect-
ed upon in the laboratory with its outset in the three parameters (artwork, 
site and discourse) for curatorial practice and curating discourse. 
The knowledge and experience from case to case is kept in the laboratory 
and taken into account in the next projects to entail an iterative process, 
and the laboratory can become a metaphorical place for the methodological 
framework for a research platform and a discourse that enables particular 
curatorial experiments.
Karvonen and Van Heur point out that the usage and application of the 
laboratory as an experimental and vocabulary framework in urban devel-
opment poses some challenges. The laboratory concept opens up new and 
interdisciplinary ways of combining theory and practice-based research in 
urban contexts that not only produce new knowledge but also new ways of 
doing things (Ibid, p. 6). However, the celebration of the experimental labo-
ratory in urban contexts also creates an opportunity for politicising the no-
tion of the urban laboratory in unintended ways by those keen to develop 
these sites along ‘neoliberal’ or ‘city marketing’ lines. They point out that the 
platform of the laboratory as a methodology can characterise the discussion 
of urban development as an interdisciplinary and collaborative process and 
a knowledge-specific activity, or as constituting a place-specific, trial-and-
error intervention (Ibid, p. 2).
The methodological combination of the discourse of dialectic critical cura-
torial practice and the discourse of the more parametric understanding of a 
laboratory is untraditional, at least in the neoliberal political discourse that 
currently serves as an overarching frame of reference and platform for cura-
tion to develop. However, this interdisciplinary position can contribute to 
the research and development of new interdisciplinary methodologies in the 
practices within these fields. 
Karvonen and Van Heur, however, recommend adopting a precise under-
standing of the vocabulary of the laboratory’s ability and limitations, rather 
than claiming that everything is an experiment. They advise understand-
ing experimentation as something involving a specific set-up of instruments 
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and people that claim the controlled inducement of change and the meas-
urement/analysis of these changes (Karvonen & Van Heur 2013, p. 5). 
The theoretical research model informed the laboratory practice, while the 
site-writing and the curatorial research practice developed the specific set-
up. This approach proposes a laboratory introducing a curatorial approach 
to the planning field, which is currently rich in urban laboratories but might 
be able to gain knowledge from the aesthetic and critical dialectics of the 
curatorial methodology, an aspect that could have the effect of challenging 
the entailment of what Karvonen and Van Heur point out as trial-and-error 
and the neoliberal agenda. 
The iteration between Tempelhofer Freiheit and Hackney Wick, and the site-
writing between Hackney Wick, Roskilde Festival and Bryghusprojektet, 
will iterate and reflect on the iterated knowledge from one case to the next. 
The curatorial laboratory is the process in-between the cases, encompassing 
the experiences from the previous cases, theoretical reflections and method-
ologies that iterate into a new act. By letting this process become a practice, 
a reflection of writing situated in-between reflection and action could allow 
reflections on the practice to emerge from the practice. The iterative process 
is illustrated in the figure below: 
The practice in the laboratory will focus on the generative mode of the itera-
tion and operate as a form of ‘site-writing’. 
Research Process
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THE CURATING RESEARCHER AND THE RESEARCHING CURATOR
In this research the double role of the curating researcher and the research-
ing curator also entails a double authorship, with one foot in a practice-based 
curatorial practice and one foot in the research field. On a practical level, this 
meant that both practices expanded beyond their traditional fields and in-
habited a joint authorship in practice-led research. On the one hand this al-
lowed the curator to add a reflective framework around the practice, and on 
the other hand it allowed the researcher to do experiments that intervened 
the research and generated iterations. Curatorial practice was the starting 
point for the project, and it was then expanded and destabilised with a re-
search perspective that required new layers of reflection, interruption and 
interrogation in the practice. 
Malene Natascha Ratcliffe takes this further and reflects on the position of 
the future curator as one who understands reality from his/her situated-
ness, and introduces a concept inspired by Donald A. Schön’s concept of 
‘reflection-in-action’ (Schön 2011, p. 67), which reflects on how practitioners 
conflate action from a theoretical foundation. This is constructed from our 
educational knowledge and experienced curatorial practice. Ratcliffe finds it 
interesting that reflection is placed within action. She also expects it will cre-
ate opportunities for new kinds of curatorial practices in what she describes 
as a highly-complex institutional and public field for curating (Ratcliffe 2011, 
pp. 117–118). 
Ratcliffe’s reflections are interesting for the methodological field of curating 
since, in line with Rendell, she acknowledges that reflection lies in the act 
of practice. This new and more research-oriented role for the curator can be 
understood as a role that has emerged as an outcome of curators operating in 
more complex contexts. This may have caused the need for a more reflective 
practice and the widening of the field for curating researchers. The curator 
role can be understood as a powerful position that actively orchestrates the 
framing of the project.
As a practitioner and researcher I have orchestrated situations and their 
commissioning processes that involved modes of curatorial production of a 
programme for a cultural institution (Roskilde Festival), and have also op-
erated at other sites more independently while still being anchored in the 
methodology of those festival sites. Authorship as a curator not only means 
being involved in my own approaches but also concerns my relationship with 
an institution and curated artists and the context in which one operates. The 
power of this role should be managed wisely and with consideration for the 
artists and the people whom the curated artworks involve. Doherty states in 
a publication on New Rules for Public Art: 
Share ownership freely, but authorship wisely. Public art is of the people and made 
with the people, but not always by the people. Artists are skilled creative thinkers as 
well as makers. They are the charismatic agents who arrive with the curious idea 
– a black pavilion could be barnraised in Bristol park, a graveyard could be built 
to commemorate the Enrons and West India Companies of our fallen economy, 
the sounds of a church organ might bleed out across the city through a mobile app. 
Trust the artists’ judgment, follow their lead and invest in their process  
(Doherty 2013, p. 14).
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With this statement Doherty argues that the authorship of artists also lies 
within the framing of the commissioner and the curator, and this author-
ship is important not only to frame but also to follow as a shared authorship 
between artist and curator. She argues that within the role of the curator is 
the responsibility to put forward the authorship of the artists. 
Art historian Mike Wilson argues, regarding a practice-led curatorial pro-
ject carried out by O’Neill called Locating the Producers, that what happens 
in academic research that is engaged in commissioning is only possible be-
cause the initiators have agreed to being pen to questioning and on being 
open-ended and questioned throughout the process (Wilson 2011, p. 351). 
He then introduces a dialectic reflection embedded through the practice 
that obliges the practice, in this particular case, to let the iterations affect 
the research and thereby also the practice.
Where do these reflections lead the particular double-authorship of this the-
sis? The role implies a double authorship, and even more can be pointed out in 
relation to the practice: the authorship of Roskilde Festival, the authorship of 
the artists involved and of the collaborators. On the other side stands research 
practice and its authorship of a particular curatorial research discourse. 
Practice-led research can be understood as action-based, meaning research 
that requires the researchers’ direct engagement in social reconfiguration 
processes, e.g. in communities, institutions and companies. The researcher 
chooses to take on the role of a participant rather than an observer. Through 
this active role the researcher can contribute to a reconfiguration of the 
subject and can gain new insight into the research in the process. In this 
context the curating researcher contributes curation that aspires to change 
but at the same time generates knowledge through the process of the cases. 
The active and influential role can be understood as related to action-based 
research. Action research was introduced in the 1940s by the psychologist 
Kurt Lewin as a reflection of his work with group dynamic processes. In 
the late 1960s this methodology was employed by Norwegian sociologists 
Vilhelm Aubert and Yngvar Løchen and has primarily been used in research 
on the development of communities and institutions and unfolding social 
experiments (Axelsen and Findset 1973). 
Through the iterative process of analytical and iterative cases, and modes 
of site-writing in the curatorial laboratory, this practice activates both the 
role of the curating researcher and the researching curator in an integrated 
process, and along the way reflects on the authorship of the iterations and 
on the discussion of the thesis. This leads in the second part of the thesis to 
action-based research led by the curatorial site-writings. 
NTERDISCIPLINARY RESEARCH 
Adopting an interdisciplinary approach implies, on the one hand, losing 
ownership over one’s own discipline and, on the other hand, embracing the 
methodologies of new disciplines. As one educated in art history and with 
practice in curating, scoping a project focused not only on artwork and cura-
torial practice; rather the purpose was to expand the perspective to include 
research on urban transformation and the discourse of the city. Working 
73Methodological Research Approaches
among urban planners, designers, architects and sociologists, it seemed 
reasonable to aim to unpack these aspects alongside the perspective of the 
art critic. This research therefore purposefully aimed at locating itself in-
between the disciplines. However, even though there are striking similari-
ties, there are also fundamental differences in approaches, directions and 
motivations for urban planners and curators researching curation in urban 
contexts. While the empirical methods of, for example, interviewing, film-
ing and photographing can be similar, the processing, action and iteration of 
the same is different. Introducing new concepts and fields of research allows 
new notions and methodologies to emerge. 
However, the practices also serve fundamentally different agencies as a criti-
cal practice and a practice that serves the aim of propelling urban devel-
opment. The practice may be the same, but the purpose and aim it serves 
are different. Acknowledging these subjects and the displacement of the 
research frame and motivation, the methodology in this thesis has drawn 
on architecture, urban planning, sociology and cultural geography, but is 
rooted primarily in a curatorial and critical art discourse. 
CURATING AS A DISCOURSE
Chapter one presented the discourse of curating as a discipline that has de-
veloped substantially since the 1960s. In The Curatorial Turn: From Practice 
to Discourse (2007), O’Neill argues that curatorial discourse is in the midst 
of its own production, and that curating is becoming discourse, with cura-
tors being the producers and subjects of this discourse. He argues that the 
provision locates the curator in what he calls a reconfigured cultural level of 
production where the gap between curatorial-led criticism and curatorial-
led discourse seems to widen through a lack of critical response (O’Neill 
2007, p. 26). O’Neill is concerned with the criticality of curatorial discourse 
and questions the cultivation of a critical discourse. However, one can ar-
gue that what he calls the reconfigured cultural level both demands modes 
of criticality to be embedded in the discourse with an increased focus on 
agencies and authorship and also allows curatorial discourse to reshape its 
position within the reconfigured terrain. This is a context earlier referred 
to in chapter one as an expansion of Lacy’s mapping of the terrain in 1995 
for curatorial practices. There the relevant curatorial models for the field of 
public arts curation and its nexus with urban planning were presented. The 
combination of O’Neill’s review of curatorial discourse and historical and 
theoretical expansion in the previous chapters extrapolated the current state 
of curatorial models within the discourse of the research field of this thesis. 
In his work on The Archaeology of Knowledge (1969), Michel Foucault formu-
lated analytical approaches for the evaluation and description of different 
reflection systems and knowledge processes. Foucault used the archaeologi-
cal model as a historical analysis of how knowledge can be created, sustained 
and applied. His model demonstrates a methodology that aims to inhabit a 
discourse so as to distinguish and define the rules that control it, and de-
scribes the particular relations through different elements in a discursive 
formation (Foucault 1969, p. 78).
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In the theoretical chapter, the concepts of artwork, site and discourse are 
understood as key related concepts for an embedded curatorial practice, 
and the theoretical reflections are built around the concepts. Since the focus 
here is on the reflection of these concepts in practice, the aim is to incorpo-
rate the perspective into practice and suggest key concepts that encompass 
the current curatorial discourse of this field. 
One could compare reconfiguring a discourse to setting up a microscope 
with the right settings for a research object. Important settings for this par-
ticular configuration have emerged not only from theoretical research but 
also through practice. O’Neill points out that curation as a practice ‘in the 
midst of its own production’ opens up the concepts of the curatorial dis-
course, in this delimited field (O’Neill 2007, p. 57).
As an example from the research, the curatorial discourse and model of 
Die Grosse Weltaustellung operates as a form of a counter-proposal or, in 
Mouffe’s terminology, counter-hegemony for the future discourse of the 
Parkland site. Die Grosse Weltaustellung is the representation which raum-
laborberlin and HAU produce in order to encounter their spectators and 
intervene in the existing discourse of the site in a limited time span. These 
five italicised components can operate as the curatorial discourse in this 
particular terrain for these particular situations, and constitute an opera-
tive vessel which can research the theoretical trialectic framework pre-
sented in the theoretical chapter through the cases. In this way a discourse 
is configured (and will also be discussed at the presentation of Roskilde 
Festival in chapter four). 
•	 The representation concerns the appearance of an exhibition, whether 
within or outside the art institution, that frames the content and 
makes the artwork available for an audience. In a historical context, 
the presentation of art was institutionalised through the emergence of 
a public sphere as part of the modernisation of public space (Hirvi-Ijäs 
2007, p. 37). The representation is therefore concerned with the act of 
presenting and making issues available for an audience. 
•	 The production of a curatorial project consists of multiple layers of 
collective production, according to Doherty and O’Neill, who argue 
that curating for site-specific places and spaces needs a curator-
producer in negotiation between artist and place (Doherty & 
O’Neill 2011, p. 3). The modes of production are acknowledged as an 
important aspect of the curator’s role as a navigator.
•	 The encounter with the audience establishes the experience between 
the curated project and its audience. The encounter experience can 
take place in different modes, as spectatorships or dependent on 
participatory engagement. Hirvi-Ijäs states that the encounter with 
curatorial discourse is the meeting point of the exhibition and its 
audience (Hirvi-Ijäs 2007, p. 37).
•	 In this curatorial discourse, intervention becomes an important 
disruption of time and place. As in the Tempelhof case, the curatorial 
discourse intervenes in the site in order to create a dialogue with the 
existing discourse through artwork. Nielsen states that the aesthetic 
intervention forms are ways of reaching aesthetic realisation, whereby 
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spectators are placed in the middle of conflicts and ambivalent 
situations that in both a cultural but also a political sense are a part of 
the present, and are encouraged to reflect on them (Nielsen 2013, p. 
19). Kwon also argued that public art, rather than being descriptive, 
should ‘unsettle’, ‘activate’ and raise questions (Kwon 1998, p. 168).
•	 For Doherty and O’Neill, who often operate with time-fluctuating 
encounters in public spaces, the duration span of a curated project and 
the public time it ‘takes’ is an important aspect of discourse, and they 
argue that the temporary in public art is about an intensification and 
enrichment of the understanding of public life that inspires change. 
These five categories encompass a curatorial discourse practice that oper-
ates as a connecting navigator and researcher between the concepts of site, 
discourse and artwork. In this way, the curatorial discourse is the practice-
led vessel that enables the theoretical model to inform the practice.
RESEARCHING THE CASES THEORETICALLY
In the theoretical chapter above, a trialectic theoretical research model was 
set up for analysing critical curatorial practice with a focus on the interplay 
between site, discourse and artwork. The theoretical model not only al-
lowed the research to focus on the overall interplay between sites, artworks 
and discourses in critical curatorial practice, but also to focus on particu-
larly relevant aspects of the theoretical model for the respective cases. 
Employing the trialectic as a lens made it possible to research the critical 
curatorial practice of Roskilde Festival and urban contexts, encompassing 
the following aspects: 
Site: Analysing historical, contextual and spatial practice on and related 
directly to the site by employing spatial theory integrated in the model.
Discourses: Analysing discursive practices on and related to the site, such 
as documents, actions and practices, by employing discourse theory inte-
grated in the model.
Artwork: Analysing commissioned artwork by employing theory integrat-
ed in the model.
Temporality: Integrating analysis on the temporal topologies of the model 
as a premise by employing theories on temporality integrated in the model.
These concepts have been thoroughly discussed in chapter three. 
In Tempelhofer Freiheit, the focus is on all aspects of the model in order to 
present the model methodologically and test it as a methodological frame-
work. In Hackney Wick the focus is on the relation between site and dis-
course, since this relationship and these aspects are predominant here. In 
Roskilde, the relationship between discourse and artwork is investigated, 
since the formation of a site depends on how the festival discourse manifests 
spatially, e.g. through artwork and shadow play. And in Bryghusgrunden, 
the last case, the full trialectic is once again employed, though now with a 
small shadow trialectic encounter of the curatorial discourse. The theoreti-
cal framework was employed throughout this process in all the cases.
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EDITING AND FRAMING
As elaborated above, site-writing propels the iterative process and encom-
passes the analysis of the cases. As part of the site-writing during the prep-
aration of the cases, interviewing, photographing and filming operated as 
ways to document knowledge. 
SITE VISITS
By researching the particular sites, this research encompasses site vis-
its as an important aspect in the preliminary research for the cases, but 
also as a way of experiencing and analysing the site. (Kwon 2004, p. 23). 
As O’Neill argues, site visits are crucial not only in terms of establishing 
profound spatial analyses of the character of the site but also in terms of 
encountering discursive aspects and stakeholders (O’Neill 2009, p. 15). 
Visiting sites in the planning process of a project together as artists, cura-
tors and other stakeholders makes it possible to establish spatial analysis 
and discursive analysis and thereby connect and create more site-specific 
projects. As described above, Rendell also advocates for a situated practice 
on the research site. Even though site visits enhanced all four cases, there 
was a shift from the analytical position at the sites in the first two cases 
to practiced site-writing in the second two cases, where the site-writing 
not only focused on the theoretical concepts of the trialectic model but 
allowed different notions to emerge as a preliminary part of the critical 
curatorial practice.  
INTERVIEWS 
A number of interviews were carried out in relation to the cases. The sources 
of these interviews were artists, planners, developers, commissioners and 
audience members. All the interviews were carried out in a semi-structured 
way with a framework for the interview and prepared questions, though 
sources also had the opportunity to associate and contribute with other per-
spectives. Most of the interviews were planned ahead of time, and the sourc-
es were informed of the gist of the interview and the core questions. The 
interviews with spectators and participants in the project were not planned 
ahead. Sources were instead asked if they wanted to participate in the inter-
view directly on site. 
The knowledge created between the interviewer and the source is new and 
is constructed in the situated interplay between the participants. The con-
versation is interrelated, since both the interviewer and the source have 
knowledge about the subject of the interview. According to Steinar Kvale, 
the inter-subjective process of the interview emerges from the interplay be-
tween interviewer and source: it is an active process between question and 
answer from which new meaning arises (Kvale 2009, p. 71). 
The writer of this thesis carried out most parts of the interviews, while as-
sistants carried out some of the other interviews. All the interviews were 
listened to and analysed. Relevant parts have been integrated in the thesis as 
quotes, and all quotes have been confirmed by the sources. 
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DEBATE 
In the last case, Bryghusgrunden in Copenhagen, two debates were car-
ried out as part of the research. Three speakers were invited to each de-
bate to speak about particular subjects related to the site-specific issue of 
Bryghusgrunden. The speakers had either been involved in practice on the 
site or were carrying out practices related to the practices on site. The de-
bate worked both as part of the curated programme on that site and also 
as an open debate generating questions and dialogue between the speakers 
and the visiting public. Although the debates were open, their subjects were 
framed by the curated concept. 
PHOTOGRAPHY AND FILMING, EDITING AND FRAMING 
Photography and small film sequences were used as an aspect of the re-
search,. Some of the photographs have been picked out to be represented in 
the thesis and serve the analysis of the artwork, sites and discourses. 
Professor of cultural geography Gillian Rose suggests that taking photo-
graphs can be an active part of a research process, capturing something of 
the sensory character of a place, which can be of special value for urban re-
search because photographs can evoke feelings generated by certain plac-
es and especially reflect their visual qualities. She argues that if it is used 
with a reflective discussion of the coding process it can work as a critical 
visual methodology (Rose 2012, pp. 298–304). She distinguishes between 
photo-documentation, as described above, and photo-essay, claiming that 
the photo-essay, which is a method of conveying the trajectory of a research 
project to an audience and is a full part of the research project, is not a re-
search method per se (Rose 2012, p. 318). Rose adds to the position taken 
by Markus Banks, who argues that photo-essays can present an argument 
and a sense of subjective experience: ‘i.e.‘what does it feel like to be there?’ 
(Ibid, p. 320 (Banks 2008, p. 47)). Rose argues that if one wants to put a 
photo-essay together one has to consider whether the purpose is to build up 
an argument or to evoke something (Ibid). 
Photos and film documentation in this project will be used to analyse the 
interviews and cases. In the thesis the photo material, renderings and archi-
val material will be included to capture the experience of being on the sites. 
The material is composed in a way that builds up the arguments by evok-
ing a visual experience of the artwork and sites, and also to some extent the 
discourses. In this way the visual material in this thesis has been purpose-
fully edited and framed to bring in the sensitivity and subjectivity for which 
Banks argued. This particular research project, with its focus on the meth-
odology of site-writing that acknowledges subjective approaches together 
with a dialectical, analytical approach, can benefit from photo material that 
also allows these approaches to be represented. 
METHODOLOGICAL REFLECTIONS ON THE CHOICE OF CASES
The four cases (chapters 5-8) were chosen as examples of cultural urban de-
velopment with curatorial models as formats of cultural interplay between 
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different urban rationales. The cases are from four different cities across 
Europe that are employing culture-led urban redevelopment. In the four 
contexts of urban redevelopment, the urban planning strategies have in-
terplayed with curatorial practice as part of cultural urban development. 
Besides these overall criteria for the selection, the cases have also been cho-
sen for their different characteristics and ability to shed light on different as-
pects, situations and histories of nexus between critical curatorial practice 
and cultural urban planning.
In his dissertation Rationality and Power (1991), Bent Flyvbjerg argues 
that qualitative case studies with differentiated and strategic case choices 
can contribute to a wider understanding of a research field. Thus, atypi-
cal and extreme cases can provide more information on the subject, since 
they activate more agencies and a more fundamental machinery in the 
studied situation. Flyvbjerg differentiates between two types of cases: 
randomly selected cases and cases chosen though information-oriented 
selection. Random selection aims to obtain research that allows for gen-
eralisation within a field. Information-oriented cases are chosen on the 
basis of expectations about the information the cases can provide on the 
basis of already existing data and/or on the basis of assessment by key fig-
ures or researchers (Flyvbjerg 1991, p. 150). By exposing a set of general 
misconceptions on case studies focused on quantitative and exemplary 
cases studies, Flyvbjerg shows how focussing on isolated extreme, para-
digmatic and critical cases can be a generative approach, since the context 
produced in between the research and the isolated example allows a fo-
cused approach toward the thesis (Ibid p. 149). 
Flyvbjerg presents four categories of information-oriented cases and a stra-
tegically choice of cases: extreme cases; maximum variation cases; critical 
cases; and paradigmatic cases. Extreme cases can be useful to underscore a 
point in a dramatic way, and is often well-known iconic cases. A critical case 
can be defined as a case that has strategic meaning in relation to the thesis 
of the research. Here the case is purposefully chosen because of its reputa-
tion or because of the institutions or agents involved. A critical case is one 
in which the gathered information will allow hypothetical assumptions in 
similar cases. A strategic choice of either extreme or critical cases can, ac-
cording to Flyvbjerg, lead the exploration of a thesis to be more focused, 
which can spare both time and money in the process (Ibid, pp. 149–150). 
The other two types of cases, which Flyvbjerg presents as information-
oriented cases, are maximum variation cases and paradigmatic cases. 
Maximum variation cases are chosen to obtain information about the dif-
ferent circumstances of comparable cases. These can be cases that are alike 
in certain parameters but which differ dramatically in other parameters. 
The paradigmatic case is the prototype case, which can operate as a met-
aphor and contribute to set a fashion for the research field. The choice of 
paradigmatic cases is, according to Flyvbjerg, hard to prescribe since it is 
exactly the choice of the paradigmatic case to illustrate a particular thesis 
that makes it paradigmatic, and as much the design of the approach to the 
case that shapes it (Ibid, p. 151). 
The four cases in this research were chosen to elucidate the intertwined ra-
tionales represented within the context of public arts curation in urban con-
texts. The cases were chosen to represent a curatorial model led by critical 
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artistic rationale, planning rationale, experience economy rationale and de-
veloper rationale. Flyvbjerg’s categorisation of cases above enables a choice 
of cases as paradigmatic, critical or extreme cases, within the context of a 
research field.
The first two cases, in Tempelhofer Freiheit in Berlin and Hackney Wick 
in London, were chosen for their paradigmatic qualities within the field of 
public art curation in cultural-led urban planning. The paradigmatic quali-
ties of the case of Tempelhofer Freiheit are researched through a critical ar-
tistic rationale, while the paradigmatic qualities of the Hackney Wick case 
are researched through an urban planning-led rationale. 
The analysis of these two first case studies makes it possible to test how the 
theoretical research model of interdisciplinary theory can establish a field of 
knowledge in the relation between analysis of site, discourses and the cho-
sen artwork. In this sense these two cases were chosen as demonstrating a 
trend within the field. 
The third case, Roskilde Festival, was chosen both for its extreme charac-
ter and as a case with a combined critical artistic and experience economy 
rationale. Roskilde Festival is not as such an urban planning context but is 
understood as an ‘urban laboratory’ and a ‘temporary city’ in itself, as well 
as being a festival that has an influence on the urban context of the city of 
Roskilde, and thus can also be understood as a paradigmatic case. 
The fourth case, Bryghusgrunden, is also a paradigmatic case, but with a 
developer-led rationale. It is a case in which a contentious dialogue has 
been going on around the development of the site. Bryghusgrunden is a 
historical site in Copenhagen, which is set to become the home of the new 
Bryghusprojektet, BLOX. 
The third and fourth cases, besides having a theoretical perspective also have 
a practise-led dimension in which critical curatorial practice is employed to 
test the merits of the research model in practice. 
The choice of urban cases was made by defining discursive similarities: all 
three cases are in the middle of a contiguous transformation, whereby it is 
formulated or understood on a strategic (commissioning body) level that 
temporary artworks can operate as catalysts for the development of these 
particular sites or areas. These were chosen for research into whether the cu-
ratorial methodology can be relocated from Roskilde Festival to urban con-
texts. The choice of cases reflects the kind of planning contexts that might 
be interested in applying temporary curatorial methodology. In this sense, 
these two cases can be understood as having paradigmatic qualities. 
The case of Roskilde Festival obviously does not share the contextual or dis-
cursive similarities of the three urban cases; but since the methodology for 
this project derives from Roskilde Festival it is included in the iterative pro-
cess with the other cases and is both related to Roskilde Festival in itself as 
a temporary ‘urban’ context and Roskilde Festival in its relation to the city 
of Roskilde. 
The cases were chosen to obtain knowledge and to test the methodology in 
different contexts of urban transformation. The case of Roskilde Festival is 
chosen for its two-dimensional character to explore the merits of the critical 
curatorial practice in an extreme context and relate this to the experience 
from the paradigmatic contexts. 
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Case types in the research project
Case Type Tempelhofer 
Freiheit;  
Berlin
Hackney 
Wick, London
Roskilde  
Festival
Bryghusgrun-
den,  
Copenhagen
Paradigmatic x x x x
Extreme x
CURATORIAL MODELS AND URBAN RATIONALES 
In all four cases there was a curatorial model to analyse or to both analyse 
and practice. The mapping of the curatorial models in chapter one made it 
possible to select the cases purposefully, mainly employing critical curato-
rial practice as a model (in all cases also combined with other models). Since 
critical curatorial practice was the main focus for this research, this model 
was chosen as a focus in all cases; thus in most of the cases the critical curato-
rial practice was combined with other models. In Tempelhofer Freiheit, the 
critical curatorial counter-discourse of raumlabor and HAU was analysed. 
In Hackney Wick, the curatorial model was an urban regeneration strategy 
located within the planning unit. At Roskilde Festival the curatorial model 
was a festival and cultural event-led model combined with critical curato-
rial practice. At Bryghusgrunden, critical curatorial practice was combined 
with a festival and cultural event model. In addition, the cases were chosen 
for their level of conflicting and coexisting rationales and critical agendas in 
curation. See the schemes below for a summary. 
Urban discourses and curatorial models
Urban  
discourses
Tempelhofer 
Freiheit; Berlin
Hackney 
Wick, London
Roskilde  
Festival
Bryghusgrun-
den,  
Copenhagen
Regenera-
tional
x x x x
Festival and 
cultural events
x
On the scheme above, the choice of cases is related to the employed curato-
rial models and the rationales they encounter in the cultural urban planning 
contexts in which they operate.
ANALYTICAL AND PRACTICE-LED
Each of the four cases is discussed separately, i.e. two as analytical and two 
as analytical and practice-led. The iterative research process was focused on 
allowing iterations from Tempelhof and Hackney Wick to develop into the 
approach to Roskilde Festival develop out of further reflections to influence 
the approach to Bryghusgrunden in Copenhagen. This was done in order to 
actively include the points of origin along the way, but also with an interest 
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in the iterative processes that the festival site in Roskilde could receive from 
Hackney and pass on to Bryghusgrunden from this chronology. 
The choice of cases also reflects the aim of including an international agenda 
in the perspective, since the agenda addressing how artwork can catalyse 
urban development is not only a Danish phenomenon but also seems to have 
developed even further across Europe. 
THE TIMING OF THE CASES 
The timing of the cases was structured so as to start by gaining knowledge 
from the two analytical-led cases and paradigmatic cases in Tempelhofer 
Freiheit and Hackney Wick. The theoretical analysis of these two cases, with 
its basis in the theoretical trialectic model, aimed to explore the theoretical 
model in two paradigmatic cases in the field while researching their nature 
from two different angles, the artist-led rationale and the cultural planning-
led rationale. Starting from the knowledge derived from the two paradig-
matic cases, the following two cases—the extreme case of Roskilde Festival 
and the critical case of Bryghusgrunden—would unfold as combined ana-
lytical and practice-led cases. 
The extreme case of Roskilde Festival was researched as a form of critical 
curatorial practice in the temporary festival city and in the city of Roskilde, 
while the critical case of the developer-led rationale of Bryghusgrunden in 
Copenhagen, was investigated on the basis of the iterations from the para-
digmatic cases which enabled, informed and purposefully and carefully ad-
justed action-based research. 
The methodological approach in this research is, as explained above, fo-
cused on a bipartite approach that employs an iterative process, where the 
theoretical trialectic model for the critical curatorial practice as site-writing 
informed both the analyses and the curatorial research practice prepared 
and reflected upon in the curatorial laboratory at Roskilde Festival and at 
Bryghusgrunden.
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83Introduction to the Roskilde Festival
INTRODUCTION TO THE  
ROSKILDE FESTIVAL
The curatorial aspect of Roskilde Festival has been of 
great interest to the urban planning realm, and as a start-
ing point for this research the following chapter identi-
fies what has formed this practice and how it operates. 
Roskilde Festival is here approached through three con-
cepts in the theoretical model: site, discourses and art-
work. This chapter is placed before the other cases so as 
to crystallise the background and site-specificity from 
whence the curatorial model derives as an introduction 
to the curatorial context of Roskilde Festival and its 
character as an extreme case compared to the three other 
urban cases. 
ROSKILDE FESTIVAL
The first Roskilde Festival in 1971 was not exceptional 
at the time. Numerous festivals had already arisen across 
Europe and in the United States in the 1960s. These festi-
vals were a new genre of event: the culture of the festival 
emerged from anti-authoritarian youth culture, the politi-
cal movement against the war in Vietnam, and the move-
ment against the oppression of women, and formed a new 
musical culture (Jensen, E 2003).  The idea of combining 
music and festivals spread from England and the United 
States to Denmark, where the first festival was held in 1970 
in Frøstruplejren. Young architecture students built tem-
porary structures, bands played, and several thousand visi-
tors gathered in the northern part of Jutland (Rung 1995). 
In the following year, 1971, Roskilde Festival was es-
tablished by two young high-school students, Mogens 
Sandfær and Jesper Switzer Møller, who were inspired 
by international festivals such as Woodstock, the Isle of 
Wight, Newport and Thy. At that point the festival was 
named Sound Festival and situated in Roskilde. Sound 
Festival was a two-day event taking place on one stage, 
with twenty bands and a crowd of 10,000 on each of the 
two days, despite the organising team having expected 
only between 2,000 and 3,000 attendees. The lack of man-
agement resulted in a high economic deficit. The festival 
was nevertheless described as a great success, and proved 
to be the starting point of Roskilde Festival (Roskilde 
Festival 2013). 
Since its second year, Roskilde Festival has been a char-
ity society, with profits going to the Roskilde Festival 
Foundation. The Foundation has its roots in the 1930s 
but was established in 1965 as the Roskilde Foundation. 
The Foundation originally focused on supporting so-
cial work benefiting children and young people. After 
the first Sound Festival in 1971, the Foundation sup-
ported the work and planning of the subsequent festi-
vals, and through the Foundation more and more local 
organizations became involved in the planning of the 
Festival (Feil 1981, p. 12). In 2004, the foundation was 
changed into the Roskilde Festival Foundation, with a 
wider remit of the Foundation with a common purpose 
focused on cultural and charitable purposes (Roskilde 
Festivalgruppen n.d). 
Today, Roskilde Festival is capable of hosting 135,000 
guests, artists, volunteers and collaborators.  While it is 
taking place Roskilde Festival becomes the fourth larg-
est ‘city’ in Denmark. The ‘city’ is densely populated: with 
more than 135,000 inhabitants, the population density of 
the festival site is five times greater than that of Shanghai 
(Marling and Kiib 2011, p.  42). 
THE IDEOLOGICAL VISION
Roskilde Festival has operated as a non-profit organisation 
almost from the moment of its inception, and the discourse 
of Roskilde Festival has since its early days reflected its 
non-profit ethos. This is also reflected in the festival’s core 
values, as described below: 
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•	 Roskilde Festival is an annual several-day international 
and cultural event that provides quality experiences 
based on rhythmical music and creative community.
•	 Roskilde Festival reflects and challenges with its 
approaches to the environment and its humanitarian 
and cultural work for the society and the world that 
surrounds the festival
•	 Roskilde Festival is a boundary-pushing cultural event
•	 Roskilde Festival is accomplished through the 
engagement of unpaid volunteers, whose focus in on 
audience, quality, creativity and safety in every detail 
•	 All profits from the Roskilde Festival are allocated to 
support humanitarian and cultural work (Roskilde 
Festival 2013) 
These core values are reflected in the way that Roskilde 
Festival, in addition to being an annual event taking place 
over several days, also has a boundary-pushing political cul-
ture and aims to express and challenge ideas about social 
and environmental issues. The Festival depends upon the 
engagement of volunteers, who in each detail of the plan-
ning process focus on audience experience, quality, creativ-
ity and safety (Roskilde Festival). These are the core values 
of Roskilde Festival, reflecting a critical and socially en-
gaged core vision. The festival’s strategic vision is grounded 
in this foundation, which reflects its core values in both the 
programmed music and the curated arts programmes: 
The music and arts program at Roskilde Festival aims to 
provide a program of international excellence, which propels 
the strategy of Roskilde Festival to develop open, playful 
and socially engaged people by involving them actively in the 
social and cultural educated communities created at Roskilde 
Festival in the interplay between music, other art forms 
and play. Since Roskilde Festival is a particular site with 
the intense atmosphere of an annual eight-day event and a 
very curious, interactive and playful audience, it invites the 
development of a program with an interactive, participatory 
and cultural educating content that aims to unfold the overall 
aim of the strategy.  
(Roskilde Festival 2012, p. 3)
The festival’s core values and strategy encompass a dis-
course that focuses on the music and arts programme 
and reflects critically upon social and environmental is-
sues through that programme and through proceeds from 
the annual festivals. This agenda originates from the time 
when the festival was founded in 1971. At that time festival 
culture was an emancipating music culture that reflected 
an anti-authoritarian agenda in the aftermath of the youth 
revolt and the advent of the women’s liberation movement 
in the late 1960s. 
The engaging aspect of this strategy can also be understood 
as a enlightenment that makes it possible for the audiences 
to participate in the formation of the festival. Jes Vagnby, 
who was the head architect at the festival from 1999–2009, 
writes in his book Temporary Architecture and Physical 
Planning at Roskilde Festival, that participation at Roskilde 
Festival is unique because there is an established tradition 
among the audience of engaging in the collective forma-
tion of the festival. He explains that the physical design 
of the festival aims to stimulate this engagement through 
spatial design that evokes spontaneous social behaviour. 
Furthermore, he argues that the involvement keeps the 
festival up-to-date with its audience (Vagnby 2010, p. 34). 
From this perspective, a reciprocal understanding of the 
concept of participation at Roskilde Festival emerges, and 
the concept seems not only to be understood as a pro-
gramme strategy but also seems to have emerged as an in-
fluence of the audience that has meanwhile emerged from 
the context of the festival. Vagnby states that the involv-
ing processes, experiences, communities and networks in 
which the audience participates at Roskilde Festival are all 
also applicable to everyday life, experiences and networks 
that stretch far beyond the festival (Ibid). 
Lacy’s diagram on audience participation is, as introduced 
in chapter two, constructed as a series of concentric circles 
with absorptive membranes that enable interaction be-
tween the circles. The diagram is designed to inform and 
illuminate the relationship of an artwork or a practice with 
an audience, and to differentiate between the varying de-
grees of participation (Lacy 1995, p. 176). 
ORIGINATION AND RESPONSIBILITY
COLLABORATION AND CODEVELOPMENT
VOLUNTEERS AND PERFORMERS
IMMEDIATE AUDIENCE
MEDIA AUDIENCE
AUDIENCE OF MYTH AND MEMORY
Susanne Lacy’s concentric circle on audience participation
This diagram both generates and analyses artwork, and 
also informs curatorial practice at Roskilde Festival. 
Considering the diagram in the context of the overall 
concept of Roskilde Festival allows one to access the 
inner circle of the diagram where the highest degree 
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of participation is taking place, defined by interactive 
public works driven collaboratively by the artists and 
participants, and understood by participants as their 
gaining responsibility (Ibid). These are artworks that 
engage socially in the context in which they operate. 
Since Roskilde Festival is an annual eight-day event tak-
ing place on a fenced field in Roskilde, it might address 
social and critical agendas beyond its geographical site. 
However, within the current practice it is not possible to 
unfold a participatory practice which engages and origi-
nates socially beyond Roskilde Festival and that makes 
commitments with a community and catalyses social 
change. The social and critical approaches towards soci-
ety are in focus, but origination and engagement beyond 
the festival as participatory artistic practices deriving 
from Lacy’s model can only reach as far as the engage-
ment level in the second inner circle, where collaboration 
and co-development defines the participatory process 
between artists and audience. 
However, participation as a philosophical concept can 
be understood as a way to achieve critical realisation, 
as Nielsen explains in The Topicality of the Culture and 
Society Critique (2006). He argues that the critic’s per-
spective should be updated to a participant’s perspec-
tive, since it is through reciprocal acknowledgement and 
imagined communities that particular exchanges can 
be a driving force for new realisation. He argues that a 
process-oriented and conflictual horizon of participation 
offers a more enlightened debate than precise, harmonic 
and final perspectives. However, he also points out that 
participatory engagement relies on a critical, change-ori-
ented perspective with reflection on reason and premises 
for participation, and not only an affirmative integration 
in social and cultural practices (Nielsen 2006, pp. 29–
32). He therefore adds a level of nuance to the perspec-
tive on participation, and explains both the challenges 
and potential for a participatory concept.
The discourse on Roskilde Festival is formed by the 
Festival’s core values and strategy and reflects on the pro-
gramme with social and participatory concepts from the 
ideological vision, which aims to tailor the practice criti-
cally and ideologically to affect the audience through par-
ticipation at the festival. 
THE INSTANT CITY
Roskilde Festival describes itself as a ‘temporary city’ and 
an ‘urban laboratory’ in which ‘our playful process works 
like a catalyst into the real world’, and is very aware of how 
to orchestrate and balance the festival as an innovative 
playground and cultural event at the same time (Roskilde 
Festival 2012, p. 5–6).
In their book Instant City – Roskilde Festival, Marling and 
Kiib describe how Roskilde Festival can be understood 
as an ‘instant city concept’. The festival’s temporary char-
acter and design encompass a concept that emphasises 
the functional and social needs of a temporary city with 
135,000 inhabitants. On the other hand, the ‘instant 
city concept’ also allows scenographic, spatial and aes-
thetic qualities to emerge. Marling and Kiib argue that 
Roskilde Festival’s core values are rooted in the 1960s 
when, along with the political critique of society, critical 
artistic movements arose. These movements, particularly 
the Situationists’ Internationale and Archigram, among 
others, challenged the ideas of society and mass con-
sumption in the post-war era. They brought together crit-
ical artists and architects who wanted to relocate artistic 
practice outside the art institution in the city and bring 
them together in media and at festivals (Marling and Kiib 
2011, pp. 47–48). The project ‘Instant City’ from 1969 by 
Peter Cook, Ron Herron and Dennis Crompton from 
the architectural group Archigram, applied the concept 
of a living critique into a ‘learning machine’, incubating 
technological and cultural innovative force into society 
as it currently existed (Cook (ed.) 1972). The learning 
machine consisted, among other elements, of Instant 
City airships: large-scale inflatable structures that were 
illustrated through a cartoonish drawing as moving over 
the city and being tied to different places in the city, dis-
pensing knowledge and playful activities (Ibid). As the 
title of the spatial concept – the Instant City – suggests, 
Roskilde Festival has, according to Marling and Kiib, 
parallels with the Instant City concept of the 1960s. 
The festival’s plan and programme enable new ways to 
connect in new social communities through aesthetic 
and critical frameworks. They see this as a ‘new learning 
layer’ through which involvement in the programme and 
context leads to enlightenment and learning. 
The temporary concept of Roskilde Festival is thus related 
to the temporary topology of connecting qualities intro-
duced in the theoretical chapter. 
THE DESIGNED PLACE
The spatial concept of Roskilde Festival is not based 
solely on the eight days when the event takes place. Signe 
Lopdrup, the COO of Roskilde Festival, describes in an in-
terview how she understands Roskilde Festival as a place:
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What I find unique about Roskilde Festival as a place is that 
it is somehow a non-place year-round. I think it is unique 
because of the way it is instantly built up annually. The place 
itself does not have a specific meaning or spectacular history, 
which allows the festival to establish the particular place from 
year to year. It has become a place through a history of events 
and rituals constructed by the audience. The concept of a 
place is built by imagination and anticipation.  
(Lopdrup 2014, Interview, 8 December) 
Mark Augé has defined the term ‘non-places’ to denote 
places in which we find prophetic evocations of space 
where neither identity nor relations nor history really 
make sense. These are spaces in which solitude is experi-
enced as overburdening or emptying of individuality, and 
in which the movement of fleeting images enables us to re-
call memories from the past and to envision the possibility 
of the future (Augé 1995, p. 71). As the syntax of non-place 
suggests, is it a place that cannot be known for its history, 
identity or relational aspects, but is instead characterised 
by a form of abstraction. 
Augé frames what Lopdrup addresses when she speaks 
about Roskilde Festival as a non-place: that something 
only exists temporarily for a day or a year—eight days 
in the case of Roskilde Festival—and otherwise only ex-
ists in our imagination as a strong memory and a fleeting 
image. For Augé, the term ‘non-place’ comes from an un-
derstanding of place as anthropological, as something in-
teracted with, investigated and used by humans (Ibid, p. 
70). The concept of non-place encompasses two dissimi-
lar concepts: the first is that of spaces shaped in relation 
to certain ends (transport, transit, commerce and leisure), 
and the second is the relations individuals have with these 
spaces (Ibid, p. 77).
Christina Bilde, a spokeswoman for Roskilde Festival, 
elaborates on Lopdrup’s thoughts, adding that she un-
derstands Roskilde Festival as a particular manifestation 
of something you have imagined throughout the year, 
which allows it to build up to a climax so that when it 
finally does manifest it becomes even more intense as 
a result (Bilde 2014, Interview, December 8). Bilde un-
derstands the memories and the constructed vision of 
Roskilde Festival as an important aspect of understand-
ing Roskilde Festival as a place. 
Augé also makes clear that the weight of words is important 
as a link between individuals and their environment, since 
words enable images for envisioning non-places and oper-
ate as guides. Augé is inspired by de Certeau’s conception 
of place, space and non-place in constructing his concept 
of non-place, in which the distinction between places and 
non-places derives from the opposition between space and 
place (Ibid, p. 79). The concept of space and place requires 
a definition, and de Certeau explains place as the empty 
grid on which practice as space and spatial dimensions un-
fold (Cresswell 2002, pp. 11–32). He explains non-place in 
somewhat more fixed terms, as concerning dichotomies, 
in his critique of the static and taken-for-granted orders 
that he links to the concept of place. He is dealing with 
non-place in exploitation: belonging and drifting are as-
pects of individual freedom of action that he attributes to 
space (de Certeau 1984, pp. 117–118). These polarities are 
also linked to his distinction between strategies and tac-
tics, where tactics also resemble an emancipatory potential 
of spatial practice. 
Words not only have the ability to evoke not only common 
nouns such as holiday, sea, sun, cruise (and festival) but 
also make it possible to imagine attractions and events out 
of time and distance, such as America, Europe, the West, 
consumption, traffic (and Roskilde Festival). According to 
Augé, some of these places only exist through the words 
that evoke them and can be understood as a kind of non-
place that he calls an imaginary place (Augé 1995, p. 77). 
Roskilde Festival can be understood as an imaginary place 
since it has a period each year of intense temporary mani-
festation: one can understand the rest of the year as a non-
place, but not in the distinct sense of supermodernity that 
Augé connects with it, where non-places are passages in 
our navigation to places. 
Since the term non-place hinges to Augé’s concept, an-
other concept can be employed to analyse the concept 
of Roskilde Festival more precisely. In her 2014 PhD dis-
sertation, New Place with Heart and Soul, Marie Stender 
proposes a concept of the ‘designed place’. Her concept 
derives from anthropological research on how new plac-
es are designed to emphasise the way that design creates 
places and social life, and she wonders whether places can 
be designed to emphasise qualities such as ‘heart and soul’ 
at all (Stender 2014, pp. 251–255). She dismisses the rel-
evance of Augé’s concept of non-places, which only applies 
for places of supermodernity such as highways, airports 
and supermarkets, and only includes the functional and 
frictionless aspect of these places which allows them to 
remain non-places. Instead, she suggests the concept of 
the ‘designed place’ and ‘designed friction’, which resem-
ble the designed vision and enchantment for the place and 
the way this vision is or is not socially developed (Ibid, p. 
131). In this way, Stender expands Augé’s and de Certeau’s 
conceptions of non-place by suggesting the concept of de-
signed place. 
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Stender’s ideas can be very helpful to give a more pre-
cise understanding of Roskilde Festival as a place. Her 
dichotomy allows one to grasp the process of the de-
signed vision of Roskilde Festival and other places, how 
their ideological vision and history entails a vision that 
unfolds purposefully with designed friction. Roskilde 
Festival can adjust its design brief from year to year and 
hone and experiment with new spatiality to achieve a 
spatialised version of their core values. There is a social 
interplay with the audience that enables the spatialisa-
tion of the site through their participation.
In light of these reflections on Roskilde Festival as a non-
place or a designed place, Roskilde Festival can be under-
stood through Augé’s conception of an imaginary place. 
However, Stender’s designed place and designed fric-
tion elaborates a more precise concept that emphasises 
Roskilde Festival as a site that progresses in light of its 
designed vision, and how the interaction with that vision 
develops through interaction with the audience.
THE GROTESQUE PLACE
The exceptional place of the instant eight-day event also 
brings out a particular atmosphere and behaviour. In her 
article on artwork at Roskilde Festival, An Audience like 
Nowhere Else, published in the newspaper Weekendavisen 
(2012), Goul wrote that the artwork at Roskilde Festival is 
curated for a particular site. The festival site is an intense 
place where audiences are open-minded, social and often 
even drunk. This is a very specific site for which to curate 
art, where not all kinds of artwork would function well. 
The art has to be engaging, social, or have a spectacular 
volume and character; otherwise it would drown in the in-
tense context in which it is situated (Goul 2012, p. 3). 
Furthermore, the temporary character of the festival also 
gives it a make-believe character distant from everyday life. 
Marling and Kiib describe this situation as a temporary re-
lease and compare it to carnival culture. The carnival only 
exists temporarily and can be understood as an escape from 
everyday life in its combination of a grotesque reproduction 
of the world and a temporary interruption of everyday life. 
Bakhtin argues that the carnival site is a particularly free for-
mat that enables contact between people who are separated 
by social barriers in daily life. During the carnival, social re-
lations can be reborn and alienation can vanish. According 
to Bakhtin, this form of embodied and communicative in-
teraction can be not only an illusion or abstraction but can 
also be experienced physically and emotionally, and allows 
the real and the utopian to merge in the temporary carnival 
format (Bakhtin 1965 (2001), p. 31). 
Marling and Kiib state that the experiments, laughter 
culture and grotesque realism at Roskilde Festival can 
be understood as a ‘realm of freedom’. In the interviews 
with attendees they conducted as part of their research on 
Roskilde Festival, they found that most express this di-
rectly. Furthermore, they noted that all the interviewees 
had had encounters with laughter culture (Marling and 
Kiib 2011, p. 270): ‘It is reasonable to claim,’ they state, 
‘that public laughter, as defined by Bakhtin, is the decisive 
engine that makes the ‘gesellschafts’ and ‘gemeinschafts’ of 
Roskilde Festival operate in radically different ways than 
can be observed in other, more permanent cities’ (Ibid, p. 
283). ‘Gesellschaft’ and ‘gemeinshaft’ are notions taken 
from the cultural sociologist Ferdinand Tönnies, where 
‘gemeinschaft’ is the common sense and collective feel-
ing that citizens develop towards one another by living in 
a city. ‘Gemeinschaft’ is often tied to a physical delimited 
area like a neighbourhood, but can also explain commu-
nity formation on the Internet (Ibid, p. 248). ‘Gesellschaft’ 
covers the more rational aspects that govern urban city life, 
such as bureaucracy, laws and regulations. ‘Gesellschaft’ 
can be understood as a framework for the social life of the 
‘gemeinschaft’ (Ibid, pp. 248–249) 
When thousands of people gather at Roskilde Festival eve-
ry year, it can be understood as a ‘gesellschaft’ with a lot of 
people and a mass of cultures, where the individual inter-
acts with myriads of new impressions. The spirit and mind 
can be set free from everyday life and responsibility here, 
exploring ways of behaviour that are out of the ordinary. 
Another topology related to the spatial concepts of festi-
vals is that of the theme park. In his 1992 book on the his-
tory and design of amusement parks, Variations on a Theme 
Park, Sorkin argues that the overall experience of the 
theme park, which in many ways looks like the real city, is 
a utopian spatial concept that lacks authenticity. Lacking 
the challenges of real urban life, however, the amusement 
park is based on various levels of simulation, and can there-
fore be understood as a utopian place (Sorkin 1992, p. 14). 
Sorkin’s perspective is relevant to reflections on Roskilde 
Festival as a place. Many other reflections have pleaded 
that the specific character of Roskilde Festival enables 
its audience to be emancipated in this particular utopian 
context, but Sorkin questions the authenticity of the uto-
pian aspect of the constructed theme park and how it is 
selectively manifested. His investigation is also relevant 
to discussions of how the grotesque character of the fes-
tival emancipates its visitors while still keeping in mind 
that many layers and challenges of everyday life have been 
eliminated in a different way than in theme parks. Still, 
with Sorkin’s perspective in mind, there lies a power in the 
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orchestration of and lack of urban authenticity in the tem-
porary design that substantiates the imaginary character 
of the festival city and renders a possible delimitation that 
differs from urban contexts. 
THE EMANCIPATORY PLACE 
On an abstract level, Roskilde Festival is often referred 
to as a utopia, a parallel universe or a temporary city. For 
example, in an article published in Weekendavisen (2006), 
entitled Individualists in a Community, Per Reinholdt 
Nielsen observes that the context of the festival influences 
the individuals present to take up more collective behav-
iour than they would practice in daily life. Marling and 
Kiib also compare the spatial practice at Roskilde Festival 
with movements that are interested in the utopian vision 
and aim through disruption to create more emancipat-
ed space in the city. Lopdrup reflects on this aspect and 
understands the importance of the ongoing temporary 
transformation of the festival site as a positive emancipa-
tory aspect of place, as an aspect that allows the causality 
of place to be in motion and keep on renewing itself. She 
understands this as being combined with another emanci-
patory aspect of the event, since for the eight days it takes 
place it serves as a getaway from both the obligations and 
the spatial navigation of the routines of daily life (Lopdrup 
2014, Interview, December 8). This disruption of daily life 
enables emancipation of the subject, which can be ecstatic 
and liberating. 
Bilde proposes that the ‘unslickness’ and collective atmos-
phere of the festival site makes it possible for participants 
to have the courage to be open-minded, challenging their 
own ideas about how things are supposed to be: 
Imagine that you are from a mid-sized town in Denmark. 
The first time you stay at the festival site, very close to other 
people, is a big upheaval, and experiences from living like 
this can actually be enriching in ways that you may not have 
imagined, and allow you to see new possibilities. I believe that 
this aspect of the festival can be emancipatory, and maybe 
something you carry with you.  
(Bilde 2014, Interview, 8 December)
Bilde argues that the ‘unslickness’ of the large campsite 
where people live close together in self-organised ways has 
an emancipatory potential by being a disruption of the way 
that living is carried out in daily life. This disruption allows 
new realisations about the possibilities of how collective ex-
perience can be. The emancipatory aspect of the Roskilde 
Festival also emphasises rites of passage for many of its 
young attendees. Lopdrup explains that being at the festival 
for the first time allows a young person to have an experi-
ence away from home, establish a collective and temporary 
home of their own, and thus can be understood as an educa-
tional journey (Lopdrup 2014, Interview, December 8).
Roskilde Festival Camp site 2013
De Certeau is focused on empowering the individual 
citizen through tactics in everyday life that allow an op-
position to or an escape from a discourse through what 
he names free play (Spielraum). He develops the emanci-
patory aspect by suggesting drifting and walking as prac-
tised tactics that allow one to be emancipated through 
spatial production. He argues that breaks are important, 
since they emancipate the individual from the totalitarian 
grip of a place and resemble freedom (de Certeau 1984, p. 
104). By employing de Certeau’s approach, the context of 
Roskilde Festival can be understood as a break from every-
day life, time and place, which can be understood, accord-
ing to Bilde and Lopdrup, as emancipatory. 
ARTWORK FOR A FESTIVAL 
The sections above have presented and discussed how 
Roskilde Festival can be understood as a place and a fes-
tival site, and have characterised the discourse that sur-
rounds the festival. These aspects are relevant to the re-
search that encompasses the curatorial discourse and 
practice produced by Roskilde Festival. In the following 
section the focus will be narrowed from the overall ideo-
logical discourse to a curatorial model and the particular 
art concept at Roskilde Festival. 
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The critical agenda from the core values of the festival are 
also framed through the curation and presentations in the 
programme that reflect these values. This focus has been 
manifested in the festival programme throughout the 
years of its existence. 
In 1986 the French Theatre Group Royal de Luxe cut 
up and roasted a bus in front of the eyes of the Festival 
Audience as a critical comment on the oil crisis. In 2004, 
a smaller copy of the wall in Gaza that separates Palestine 
and Israel was built as an art project to draw the audience’s 
attention to this political conflict. The Argentinian art-
ist Tomas Saraceno initiated in 2011 the nomadic project 
Museo Aero Solar, which also was realised at Roskilde 
Festival by audiences collecting used plastic bags to con-
struct a large inflatable balloon and a temporary structure 
to inhabit. And in 2014, the two ex-Pussy Riot members 
Nadya Tolokonnikova and Masha Alyokhina gave an art-
ists’ talk in which they described their experiences as art-
ists who had been imprisoned because of their criticisms 
of the political system in Russia. This was an artists’ talk 
that unfolded as a dialogue with the audience at Roskilde 
Festival. These are examples that reflect how the ideologi-
cal core values of Roskilde Festival operate as a strategy for 
curation that is reflected in the programme.
Nadya Tololonnikova and Masha Alyokhina (ex Pussy Riot Members) 
in dialogue with Roskilde Festivals audience 2014. Photo: Peter Klint.
These examples of practices can be understood as ‘criti-
cal spatial practice’. Rendell employs the term ‘critical 
spatial practice’ to describe a practice that allows artists 
to present work that transcends the distinction between 
art and architecture, and engages with both the social 
and aesthetic, the public and the private (Rendell 2006, p. 
6). The term allows not only the critical but also the spa-
tial artistic practices that operate in the interdisciplinary 
space between art and architecture to be analysed, seek-
ing to research new kinds of relationships between theory 
(specifically the critical theories that are spatial) and art 
and architecture practices (Ibid, p. 11). The concept allows 
for a perspective that can open the analyses of the artwork 
at Roskilde Festival and encompass the span between the 
socially engaged, the installation art and the performative 
intervention. Critical spatial practice is a term that spans 
particular genres of art that operate as spatial interven-
tions. These particular kinds of art encourage different 
kinds of interaction, and the involvement evokes different 
kinds of embodied approaches.
IN DIALOGUE WITH THE AUDIENCE
Lopdrup describes the idea of challenging the audience 
purposefully by presenting them with a programme with 
which they are not familiar and which therefore requires 
openness from them. This position builds up anticipation 
from audiences that expect to be challenged, surprised 
and to have experiences they did not expect (Lopdrup 
2014, Interview, December 8). The expectation of a criti-
cal or cultural experience that goes beyond the expected 
can place the audience in an alert, enthusiastic and curious 
position, which is what Goul describes when she charac-
terises the audience at Roskilde Festival as ‘an audience 
like nowhere else’. They are fearless and boundary-pushing 
and do not become intimidated by or stand in opposition 
to the traditional art audience, which can be characterised 
as more educated, reserved and civilised (Goul 2012, p. 3). 
The open-minded audience is also curious when it comes to 
audience involvement. Mette Sandbye expands Vagnby’s 
perspective with a social dimension, and nuances it by 
characterising the art at Roskilde Festival as something 
‘you should be able to climb on’ (Sandbye 2011). She states 
that the art at Roskilde Festival can be understood as an 
intersection between visual art, design and architecture, 
and can be characterised as ‘social design’ that is surpris-
ing, functional and forges spatial identity (Ibid). This in-
volving concept from the formulated strategy of Roskilde 
Festival is therefore integrated in the curatorial practice. 
Line Marie Bruun Jespersen expands this perspective 
further in her dissertation on urban art installations at 
Roskilde Festival by outlining the characteristics of the 
art installations there, whose architectural scale contrib-
ute to the festival site by creating spatiality and atmos-
phere, and impact the festival site as a contrast to other 
architectural typologies (such as toilets, food stands, 
stages etc.). The installations operate as meeting points, 
and Jespersen adds that the involving element is im-
portant in order to engage with the curious and playful 
audience, which she describes as ‘a grateful audience to 
curate involving art projects for’. In relation to this idea 
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she argues that artworks at Roskilde can be understood 
as site-specific since they reflect the particular context in 
which they are curated. However, this site-specificity is 
concerned more with the particular social character of 
its context rather than the physical (Jespersen 2011, pp. 
156–157). This observation correlates with the notion 
described in the earlier section on Roskilde Festival as a 
non-place, and can explain how the social and ideological 
discourse entails the place concept of Roskilde Festival 
rather than the physical site of the animal show site in 
Roskilde and the surrounding fields.
THE CURATORIAL MODEL OF ROSKILDE FESTIVAL
The sections above frame Roskilde Festival as a cultural 
festival event with an ideological critical discourse that re-
flects on both the artwork and the site-concept. The festival 
site encompasses the designed place, the grotesque place, 
the Instant City concept and the emancipatory place, and 
focuses on hosting artwork that can be understood as criti-
cal spatial practice. These aspects are combined through 
curatorial practice that operates as a vessel in activating an 
art programme that reflects all these categories. The cura-
torial discourse includes: 
 
•	 Representation  
Representation concerns the appearance of a 
programme. The festival frames content and makes 
artwork available for an audience. Representation is 
therefore concerned with the act of presenting and 
making issues available to an audience. 
•	 Production 
The production of a curatorial project consists of 
multiple layers of collective production, according to 
the researchers and curators Doherty and O’Neill. 
They argue that curating for site-specific places 
and spaces needs a curator-producer in negotiation 
between artist and place (Doherty & O’Neill 2011, p. 
3). The modes of production are acknowledged as an 
important aspect of the curator’s role.
•	 Encounter 
The encounter with the audience establishes the 
dynamic between the curated project and its 
audience. This encounter can unfold in different 
modes, either as spectatorship or as dependent on 
participatory engagement. The art historian Maria 
Hirvi-Ijäs argues that the encounter of curatorial 
discourse is the meeting point of the exhibition and 
its audience (Hirvi-Ijäs 2007, p. 37). At Roskilde 
Festival, the encounter with the open-minded 
audience, as described above, is often in focus, 
and many works rely on this encounter through 
participation.
•	 Time 
Roskilde Festival lasts for only eight days each year. 
The short time for presentation and engagement 
allows for a focus on how temporary values of artwork 
and situations can be explored. For Doherty and 
O’Neill, who often operate with time-fluctuating 
encounters in public spaces, the duration of a curated 
project and the public time it ‘takes’ is an important 
aspect of the discourse. The situation of the festival 
is not similar to public life, but it resembles and 
choreographs similar situations and inspires change 
through ideological discourse. 
•	 Social  
A social aspect recurs at Roskilde Festival and is 
reflected in most aspects of curatorial discourse, 
even though the social aspect in the curatorial 
discourse points at a social aspect concerned with the 
representation of the artwork. This is also included 
in critical spatial practice: the socially engaged 
aspect emerges not only through the artwork but 
is also embedded as part of the site and discourse, 
which means it is inevitably included, in line with the 
temporal aspect, as a part of the curatorial discourse 
at Roskilde Festival. 
Through these different perspectives on Roskilde 
Festival, and due to the particular audience and intense 
atmosphere of Roskilde Festival in contrast with the 
more ‘behaved’ audience in urban contexts, artwork 
will probably not operate at the same level of interaction 
in urban contexts; however, the approach at Roskilde 
Festival opens up new perspectives and discussions on 
the potential of art with an engaging focus in urban con-
texts. Furthermore, the aspect of temporality is impor-
tant to include in the comparison of Roskilde Festival 
with urban contexts. The aspect of temporality allows 
Roskilde Festival to experiment with its programme, 
knowing that the festival’s duration is short and intense, 
and is therefore also an interesting testing ground for ur-
ban experiments.
Although the site concept for Roskilde Festival is differ-
ent from urban contexts, and although it is announced 
as a temporary city and assembles concepts as a site that 
often belongs to artworks, its methodology might evoke 
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new aspects in urban contexts. What is relevant in this 
context is how distinct an impact the ideological dis-
course from Roskilde Festival has on the curatorial prac-
tice and the annually realised design site concept. Even 
though some spatial characteristics are given, most are 
reflected and constructed through the aim of the dis-
course. This might be distinct to a temporary mega-event 
in which, as Sorkin and Stender describe it, the vision can 
be utopian and designed. This strongly affects the site 
concept, because it can be designed in new ways from 
year to year and be vibrant, which makes it very different 
from the urban contexts where the three other cases are 
situated, since they are effected by different rationales. 
This point will be revisited and explored for the differ-
ence in its site concept in the case analysis of Roskilde 
Festival. Thus, together with the historical introduction, 
this introduction to Roskilde Festival has focused on es-
tablishing a foundation for the cases as an introduction 
to the artwork, site and discursive concepts from which 
the research has emerged. 
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PART 3: 
CASES AND THE 
CURATORIAL LABORATORY
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The first case took place at the former Tempelhofer Airfield, 
which was transformed into an open field (Tempelhofer 
Freiheit). Here in 2012 the architectural collective raumla-
bor and the theatre company Hebbel am Ufer (HAU) held 
a temporary art exhibition called Die Grosse Weltaustellung 
– The World is not Fair.
The aim of this first introductory case was to test the theo-
retical research model by analysing Tempelhofer Freiheit as 
a case grounded in a theoretical research model. This case 
thus has an introductory and analytical focus in which the 
site, discourses and artwork are analysed in relation to the 
theoretical research model. The analysis is therefore focused 
on the curatorial approach of Die Grosse Weltaustellung by 
raumlaborberlin and HAU in relation to: 
•	 Tempelhofer Freiheit as a physical and historical site;
•	 The current planning discourse;
•	 The curatorial framework of Die Grosse 
Weltaustellung.
•	  Introduction to the artwork of the exhibition and 
analysis of the artwork and Institute für Imaginäre 
Insel by Lukas Feireiss, an artwork included in the 
programme of Die Grosse Weltaustellung,
•	 The involvement of participators and agencies on the 
site.
The case also aimed to start up the process of generating it-
erations from site to site and introducing these iterations in 
the interlude as a springboard for the next case. 
CHOICE OF CASE
The choice of Tempelhofer Freiheit as an introductory 
case, where the theoretical model for the thesis was test-
ed through a choice of a paradigmatic case. The former 
airfield is a historical site in the process of development, 
where culture has been identified as an important catalyst 
for strategies for the development of the site. The transfor-
mation of the former airfield has catalysed and activated 
different rationales in the span between economy, urban 
planning, and artistic practice, which occurs in the devel-
opment process. In this sense it is a paradigmatic case of 
what Skot-Hansen describes as cultural urban develop-
ment, where culture is envisioned as catalyst for urban and 
economic development and artistic and economic ration-
ales coexist (Skot-Hansen 2007). 
Die Grosse Weltaustellung was chosen as a concept rep-
resenting a curatorial model that operates as a regenera-
tional programme but at the same time references the bi-
ennial model through its ironic paraphrase of the concept 
of a world exhibition. As a curatorial format protesting 
against the process of urban development, it operated as 
a form of curating as critical spatial practice. Thus the ex-
hibition operated as a counter-discourse to current urban 
planning practice, with curatorial practice employed as a 
resilient and critical approach in response to the concur-
rent urban development. In this case the curatorial model 
represented both a regenerational model and curating as 
critical spatial practice. 
Institute für Imaginäre Insel by Lukas Feireiss was chosen 
as an example of artwork aiming to operate as a form of 
critical spatial practice, and through its practice to encour-
age reflection on the current state of the site and to influ-
ence its future. 
DIE GROSSE WELTAUSTELLUNG 2012
Die Grosse Weltaustellung was a large-scale exhibition pro-
ject that took place in Tempelhofer Freiheit in the former 
airfield of Tempelhof airport in the centre of Berlin. The 
project consisted of fifteen temporary pavilions made by 
different artists and architects and spread out in three dif-
ferent areas of the field. It went on display in June 2012 and 
lasted for twenty-four days. The pavilions hosted a broad 
range of performances, installation art and workshops. A 
festival centre was designed, equipped with a bar, an in-
formation centre and a stage for daily seminars, talks by 
artists, events and performances. 
Raumlabor and HAU explain how they chose the concept 
of the world expo—an exhibition format that is over 160 
years old—with an ironic approach:
Over the last few years, debates about cultural politics 
have shown local policy makers to be completely focused on 
“competitive exhibitions,” with which the city can bolster 
its image as an international cultural metropolis. Cultural 
politics in Berlin, it seems, has increasingly become a synonym 
for local marketing and an instrument of a neoliberal model 
of urban development. Politicians approvingly sell out urban 
space, putting up with the depletion of social and creative 
possibilities that goes along with this, in order to bring 
tourists and their money to Berlin, which the city needs in 
times of scarce public funds and paltry economic perspective.  
(raumlabor and HAU 2012, p. 1)
The quotation above shows how the use of culture for 
city-branding was understood by raumlabor and HAU as 
an instrumentalisation of culture for economic purposes. 
They took a critical view of the employment of culture to 
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serve an economic rationale. Raumlabor and HAU used 
culture more specifically as a particular curatorial format, 
i.e. as a critique towards the concurrent planning strategy 
of Tempelhofer Freiheit, and also to express a general con-
cern with the strategy of developing and promoting Berlin. 
They questioned the extent to which there was open space 
for criticality, and aimed to discuss the future of the world 
through the concept of Die Grosse Weltaustellung. Here 
they wanted to create multiple rooms for reflection, dis-
cussion and understanding in order to achieve such dis-
cussion. In the quotation from raumlabor and HAU above 
there is an embedded critique of the urban context (the 
context which for avant-garde art forms had been the place 
to develop their practices outside the discourse of the art 
institution) which they question through their scepticism 
as to the opportunity to negotiate with and interpret the 
world. Hence they aimed to create a curatorial discourse 
that was: 
 …Not to be understood as state agents for national 
branding, but instead as places for highly subjective artistic 
and political reflection. Beyond the boundaries of cultural 
disciplines, architects, theater artists, performers, and visual 
artists will seek to examine ideas, systems, and phenomena 
by which even the most outlying cultures are now globally 
connected with each other. What will be exhibited is not the 
world as it is or should be, but how we perceive, understand, 
and interpret it. Can it still be represented and negotiated as 
a totality at all?  
(raumlabor and HAU 2012, p. 1)
One of the aims of raumlabor and HAU was to establish 
an example of how curatorial practice and urban develop-
ment can challenge and encourage discussion, enabling di-
alogue instead of merely entertainment, images and con-
sumerism. Die Grosse Weltaustellung took the position of 
a curatorial counterproposal to the ongoing development 
process, as evidenced by the statements above, and as a re-
sponse to the current planning discourse in Tempelhofer 
Freiheit. In their curatorial discourse, raumlabor and 
HAU represented and produced a contemporary reinter-
pretation of a world exhibition for the visitors to encoun-
ter, and intervened in the concurrent planning hegemony 
of Tempelhofer Freiheit for a period of three weeks. 
In order to convey the situation to which they were re-
sponding, the following section focuses on analysing 
the site and the discourse and the planning hegemony of 
Tempelhofer Freiheit. 
TEMPELHOFER FREIHEIT 
The former airfield of Tempelhof was originally a former 
military drilling ground and a stage for early aviation exper-
iments. It served as a Nazi base for aerial warfare and later as 
the centre of the Berlin Airlift, and thus was internationally 
recognised as a symbol of freedom in the Cold War and an 
icon for its monumental architecture. After World War II it 
was turned into a commercial airport. In 2008, the people 
of Berlin voted in a referendum to shut down the airport 
and turn the former area of Tempelhof Airport into an open 
public area (Tempelhofer Freiheit, 2012). 
Tempelhofer Freiheit Field 2012 Tempelhofer Freiheit Field 2012
Tempelhofer Freiheit Field 2012
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The process of discussing the future of the Tempelhofer 
Airfield started in 1994 before the referendum of 2008. In 
2009 the federal state of Berlin became the proprietor of the 
former airfield and airport complex, and also became the 
administrative body responsible for the development of the 
site. The development was based at the Senate Department 
for Urban Development and Environment in Berlin, and in 
2010 the Senate established and contracted the state-owned 
company Tempelhof Projekt GmbH to oversee the overall 
development of the site in cooperation with Grün Berlin 
GmbH, a privately organised non-profit organisation of the 
state of Berlin managing the daily operation of the park area 
(Tempelhofer Freiheit 2012).
When the airport was closed in 2008, the area’s past as a 
military exercise and parade ground, and later as an airfield, 
was preserved as a vast green area—a round field of almost 
400-hectares, with two large former runways crossing the 
landspace like arterial roads. In addition to the main run-
ways, small pathways crossed the green landscape. There 
were still elements of airfield architecture, including small 
red and white striped structures and buildings. 
In 2010 the airfield was opened with an area of open space as 
an urban open field, allowing visitors to run, cycle and skate 
on the former runways and to play sports and have picnics 
under defunct signs displaying instructions for pilots. The 
enormous site was open for public use and visitors were al-
lowed to move freely around the site. 
The area has an overwhelming scale and is surrounded by the 
skyline of the city. On the horizon there are several church 
towers and the ‘Fernsehen Turm’ operates like a compass 
marking the direction of the Alexander Platz, framing the 
area with the iconic radar station of the airfield with an ur-
ban skyline. Tempelhofer Freiheit is still fenced with the 
original old airfield fence. The area can be entered through 
four entrance gate. It is closed at night, though in the sum-
mer months the area is open longer than in the winter.
SITE: ‘FREIRAUM FÜR DIE STADT VON MORGEN’ 
One framing element of the planning vision for Tempelhofer 
Freiheit was based on the idea of the importance of open 
space in Berlin. The open field is described as ‘Freiraum 
für die Stadt von Morgen’, which emphasises a vision that 
focuses on stimulating a development process through the 
involvement of citizens, a process that also hopes the area 
will become an emerging location with a focus on future 
businesses through the development of a new business area 
on the southern fringe of the site. (There is an educational 
quarter on the western edge of the park, with a new state 
library serving as an anchor for this area.) A core element in 
the vision is that of keeping the main part of the field open 
for the public (Tempelhofer Freiheit 2012).
As part of the vision of facilitating the open field in 
Tempelhof, the citizens of Berlin were invited to apply for 
small sites to realise interim ‘pioneer’ projects. Particular 
areas were selected and reserved as ‘pioneer fields’ for local 
creative projects (Ibid). In order to animate development, 
the pioneer fields were divided into specific themes accord-
ing to their location in the park. The proposed pioneer pro-
jects for the forthcoming educational quarter were meant to 
be activities with an educational focus. The projects ranged 
from a unicycle school to allotment-type ‘urban gardening’ 
facilities, a platform for daily yoga-classes in the summer-
time, and various temporary art projects (Ibid).
The pioneer fields were a key element in raumlabor’s de-
velopment strategy for Tempelhofer Freiheit. Raumlabor 
involvement in the development of Tempelhofer Freiheit 
began in 2007. The Senate of Berlin commissioned the ar-
chitectural collective for the first phase of the deployment 
process of the site. They proposed an alternative to master-
planning through a bottom-up process consisting of struc-
tural elements and particular areas. The group created an 
outline for the first five years of the strategy, entitled Die 
Aktiverende Stadtentwicklung/Flughafen Tempelhof: Der 
Prozessuale Stadt (raumlabor 2010).
This planning vision had its roots in the site-specific con-
text of the Tempelhofer Field and its history and landscape 
qualities, but it also adopted a methodology that resulted 
from an inclusive, involving process in which the citizens 
of Berlin were invited to participate, suggesting new uses 
of the site with the idea of Tempelhofer Freiheit as a free 
Tempelhofer Freiheit as presented on the website  
www.tempelhoferfreiheit.de
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space. Here planning was understood not only as an archi-
tectural process but also as a cultural process that should 
ensure local engagement, empowerment and realisation. 
The aim was that the citizens of Berlin should have the op-
portunity to participate in the formation of this new open 
field. This was a dynamic and open-ended alternative to 
master planning, where the formation of the area would 
evolve in time with its use. The specific plan developed by 
raumlabor framed the following five years, but the vision 
was a plan developing as a public, bottom-up development 
over thirty years (Yde 2012, p. 67).
The raumlabor collective described how the concept of the 
pioneer fields should start an ongoing involving process of 
developing a new open city area where users of the space 
could enter into an open dialogue about the use of that 
space in which everybody could participate. Raumlabor 
understood that democratic openness would be the key 
strategic tool in the planning process and that this was an 
approach to urban development through which the city 
could grow and take shape—an integrated form of public 
engagement that would develop into a dynamic master plan 
with the concept of Die Prozessuale Stadtentwiklung—a 
‘self-growing’ and bottom-up development process.
The concept sets out a participatory strategy that employs 
temporal art and cultural projects as catalysts for the de-
veloping process, and opens the possibility of testing out 
different ideas for uses of the pioneer fields directly on the 
site. These ideas, which they describe as public ideas for 
development, do not have to go through lengthy permis-
sion processes but can evolve instead in the large free space 
together with a multitude of publics and render a collec-
tive vision for the future. The process aimed to operate it-
eratively and feed into the next two phases of the develop-
ment process of Tempelhofer Freiheit (raumlabor 2010). 
Prozessuale Stadtentwicklung as Pioneer Fields
Pioneer Field in Tempelhofer Freiheit
NEXT STEP
However, the open character of the space as it was in 2012 
was a transition stage: the Senate of Berlin, together with 
Tempelhof Projekt GmbH and Grün Berlin, are responsi-
ble for launching a long-term plan focusing on the trans-
formation of the former airfield into a park landscape with 
new quarters on the edges and two residential areas, one 
with business activities and one with educational institu-
tions (Yde 2012, p. 67).
In 2011 the second phase of the development of 
Tempelhofer Freiheit was launched. A new master plan for 
the outline of the park and the east areas was chosen, and 
Gross Max Landscape Architects and Sutherland Hussey 
Architects, a group of Scottish landscape architects, won 
the ensuing competition with their Parkland proposal, 
with a focus on the development of the area as a playful 
park landscape with a landmark and surrounding leisure 
areas. The next phase of the development was set to take 
place from 2012–2017. 
The vision for Parkland built on the involving elements of 
the first phase of the development strategy, but proposed 
Die Prozessuale Stadtentwicklung by raumlabor
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a strategy that focused on playing down the transforma-
tion of the landscape with soft circular cuts enhanced 
by and echoing the form of the airport building and 
space in front, and celebrating the overwhelming scale 
by integrating new topographic steps, with a mountain 
constructed as a new landmark offering a view over the 
field. Furthermore, there was a focus on space for leisure 
with renderings of an ice-skating rink, cafés and hot-air 
balloons (Senate Department for Urban Development 
and Environment Berlin 2012, p. 16). Gross Max and 
Sutherland Hussey’s plan still left room for the pioneer 
fields to be developed throughout the next phase; but 
raumlabor nevertheless reacted critically to the commis-
sioning of Parkland. 
gross.max and Sutherland Hussey, Parkland Renderings 2011
Raumlabor stressed that the winning proposal reflected 
a more conventional approach to the future of Tempelhof 
than the previously described vision of Der Prozessuale 
Stadt, and that these two visions would be difficult to 
combine ideologically in the long run. Matthias Rick 
from raumlabor argued that the importance of making 
Tempelhof attractive for investors and leisure seemed sud-
denly more important to the Senate than including the 
diverse population of the area during the long-sustained 
pioneer process, the outcome of which was harder to con-
trol (Rick 2012, Interview, April 13). 
This outline of the site’s history and characteristics helps 
towards an understanding of the position in which raum-
labor and HAU located their critical curatorial concept. 
This happened in light of the state of the planning dis-
course carried out in Tempelhofer Freiheit. Since raumla-
bor had already been involved in the initial development 
strategy for the field, they reacted critically in 2012 to the 
second phase of the planning strategy now developed by 
Gross Max and Sutherland Hussey, which represented a 
different direction for the planning strategy—what Rick 
from raumlabor described as a “more romanticised land-
scape strategy with focus on master planning, fundamen-
tally different from Die Prozessuale Stadtentwicklung, and 
hard to combine” (Ibid). He made it clear that raumlabor 
and HAU disagreed with the direction of the second phase 
of the development of Tempelhofer Freiheit.
SPATIAL PRODUCTION OF TEMPELHOFER FREIHEIT
As described above, the site of Tempelhofer Freiheit has 
been transformed from an operating airport into an open 
public space. Today the primary function of the site is that 
of a place for leisure and recreation with social aims, and 
thus can also be understood as a relational and social site 
with a present that evokes the history of the site by sustain-
ing its earlier use and preserving the iconic architecture of 
the airport building. 
According to Lefebvre’s understanding of the production 
of spaceunfolds as a trialectic of spatial practice, represen-
tations of space and spaces of representation (Lefebvre 
1974 (1991), pp. 38–39). 
gross.max and Sutherland Hussey, Parkland Renderings 2011
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The spatial practice in Tempelhofer Freiheit can primar-
ily be understood as a social practice interacting between 
the daily routine of the practice of visitors in the park, lim-
ited only by the fence and the gates in the park control-
ling its opening hours. The spatial practice related to the 
pioneer fields seems to overlap and relate to the spatial 
practice in which urban gardening, yoga and artwork are 
practised as representations of space, which are open for 
the public to define. The strategy behind Die Prozessuale 
Stadtentwicklung is anchored in this open-ended and in-
volving approach. 
Die Prozessuale Stadtentwicklung is not the only rep-
resentation of urban development which can also be un-
derstood as spatial representation, the documents from 
the senate, the website, diagrams and the renderings of 
Tempelhofer Freiheit also presents the representation of 
this space. As described above, there is a strong representa-
tion of the space as open, and the field as such is also called 
‘Tempelhofer Freiheit’. In the representation of space there 
is a representation of an emancipatory aim. 
What raumlabor and HAU critiqued was the displacement 
of the representation of space from a collaborative spatial 
practice developing a collective representation to a more 
fixed format of master planning through Gross Max and 
Sutherland Hussey’s vision— characterised by raumlabor 
and HAU as ‘a more romantic vision’ (Rick 2012).
Examining Gross Max and Sutherland Hussey’s render-
ings, there seems to be a shift in the vision presented in Die 
Prozessuale Stadtentwicklung to a more experiential and 
phenomenological setup. The renderings have flourishing 
fields, a mountain and amusements such as ice-skating and 
hot air balloons, which, according to Rick, have displaced 
the empowerment strategy and rendered another vision for 
the site that resembles a vision related to the potential for 
establishing business on the site, and the site as an experi-
enced and consumed place and landscape, rather than the 
self-grown vision of Die Prozessuale Stadtentwicklung. 
THE DISCOURSE OF TEMPELHOFER FREIHEIT
Jensen argues that urban practices and systems of mean-
ing are more and more often being incorporated in at-
tempts to articulate a particular use of space, and that 
words and images are employed to achieve certain effects 
of what he calls their all-time ruling configuration of a 
competitive power rationale (Jensen 2004, p. 53). He sug-
gests what kinds of intentions and effects such renderings 
as Gross Max and Sutherland Hussey’s winning proposal 
for Tempelhofer Freiheit’s second phase can have, and how 
this representational logic constitutes a place. Jensen fur-
ther argues that while there might be different discourses 
in an urban space, a power rationale will always develop 
as hegemonic, and is most often what influences the for-
mation of the particular intervention in urban space (Ibid 
1999, p. 76; 2004, pp. 50–54). From this perspective we 
can gain a longer perspective on the formation of the site, 
which allows us to grasp that even though Die Prozessuale 
Stadtentwicklung framed the way in which the spatial 
practice took place on the site in 2012, the power ration-
ale as hegemony has the ability to establish a new ruling 
discourse that intervenes in the existing framework and 
manifests a new direction. This situation was what raum-
labor and HAU were responding to with a curatorial strat-
egy, which in Mouffe’s conception can be understood as a 
counter-hegemony, i.e. an artistic counter-discourse that 
strives to reconfigure the existing planning discourse. This 
is a temporal opposition to the existing discourse, where 
new experiences through spatial practices should allow 
one to imagine a new configuration of the site. 
RATIONALES IN THE DEVELOPMENT OF TEMPELHOFER 
FREIHEIT
This situation in Tempelhofer Freiheit reflects the way 
in which the process of cultural urban development is 
formed, as Skot-Hansen describes it (2007), by different 
rationales within urban cultural planning. Raumlabor and 
HAU’s rationale was an artistic and critical approach with 
an ironic curatorial format that mimicked the convention-
al format of the world exhibition. They sought to enlighten 
and empower the visitors, involving the participators in the 
process of imagining new places for realisation through 15 
pavilions in Die Grosse Weltaustellung designed to provide 
spatial pockets for reflection. Through the programme and 
their structural influence in the first phase of the planning 
strategy with the establishment of interim pioneer spots, 
they encouraged citizens to engage in the process and gain 
influence over the development of the site. 
Another predominant rationale in this case was the plan-
ning rationale. On a conceptual level this rationale framed 
an empowering free space strategy that seemed to be 
aimed at empowering the citizens of Berlin through free-
dom, involvement and influence; on the other hand, how-
ever, the planning rationale was also oriented towards 
entertainment as a catalyst for economic growth and in-
vestment in the area. This rationale is what can be under-
stood, in Jensen’s terminology, as as the ruling power ra-
tionale (Jensen 2004).
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This intertwinement of rationales was confirmed by Hendrik 
Braunsweig, who is a planner in Tempelhofer Freiheit. In an 
interview he gave in 2013, he reflected on the influence of 
the pioneer projects and Die Grosse Weltaustellung: 
The development of the area has very much to do with what 
kind of investment we are able to attract in the future. At 
the moment we are not quite sure how to process the most 
successful of the pioneer projects into the design of the 
park…A project on the scale of Die Grosse Weltaustellung 
would be very interesting to do also in the future. It attracts 
cultural visitors to the site, and allows us as planners to 
explore new kinds of use and formats.  
(Braunsweig, 2013, Interview, April 24)
In his position as a planner, Braunsweig represented the 
planning discourse in Tempelhofer Freiheit. The inter-
view, together with the recent phases of the planning, 
reflects different rationales. Both economic and experi-
ence-oriented rationales are intertwined in the actions of 
Tempelhofer Freiheit as an organisation and in the inter-
view with Braunsweig. 
Skot-Hansen argues that different rationales coexist 
within successful cultural urban planning, interacting 
and making space for one another. She encourages the 
implementation at government level of a policy in which 
the relative prioritisation of economy and culture would 
be visible (Skot-Hansen 2007, an aspect that is needed in 
order differentiate between the rationales. 
In this case, however, the perspective of a harmonious 
coexistence of the rationales is, according to raumlabor 
& HAU’s statement, not a perspective on which they are 
counting to arise. They point to the lack of prioritisation 
of culture in advantage for strategies that can promote the 
site to attract investors, a statement which was confirmed 
in the interview with the planner, Braunsweig. 
The following sections will present the particular concept 
of Die Grosse Weltaustellung: The World is not Fair, and its 
merits as a critical curatorial practice will be discussed to-
gether with a project selected for research from the exhibi-
tion Institut für Imaginäre Insel by Lukas Feireiss. 
THE CURATORIAL CONCEPT OF THE WORLD IS NOT 
FAIR
After the commissioning of Parkland, raumlaborberlin 
and HAU created a curatorial counter-proposal for the for-
mat of the ‘Expo’, with the title Die Grosse Weltaustellung 
2012: The World is not Fair.
Fifteen pavilions were arranged in three different clusters in 
the large airfield, each pavilion featuring either site-specific 
produced work or previously-commissioned interactive and 
performative installations by artists from around the world. 
The following part will analyse the artwork and pavilion 
called Institute für Imaginäre Insel, by the curator Lukas 
Die Grosse Weltaustellung 2012 – The World is not Fair.  
Poster by raumlabor
Die Grosse Welaustellung 2012 – Examples. 
Photo: raumlabor
103Tempelhofer Freiheit Berlin
Die Grosse Welaustellung 2012 – Examples. 
Photo: raumlabor
Overview map of Die Grosse Weltaustellung 2012  
by raumlabor and HAU
Festival Center by Studio Umschichten 2012
52.4697ºN 13.396ºE by Branka Prlic and 
Tamer Yigit 2012. Photo: raumlabor
Double Shooting Rabih Mroe 2012.  
Photo: raumlabor
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Feireiss. First, a series of artworks and examples from the 
programme will be drawn out and described in order to 
give a flavour of the practices that the fair emphasised 
and to describe the works that were represented besides 
those of Feireiss. 
The Festival Center by Studio Umschichten was placed in 
the north-eastern part of the field and was the meeting 
point and epicentre for the world fair. It consisted of four 
large-scale cement-mixers placed in a semicircle. Around 
these structures, seating was built up by found material. 
Reclaimed wood, scaffolding structures and a silver car-
pet were combined into a structure that operated as a main 
meeting point, bar and stage for workshops, discussions, 
presentations and performances during the three-week fair. 
The cement-mixers signalled that the fate of the site would 
be an important stage in the urban development of Berlin 
by referencing an inescapable material in building process-
es. There were clear references to the ongoing urban devel-
opment process in this landmark. The programme of the 
festival centre consisted primarily of talks and workshops 
by the artists of the pavilions, but also included discussions 
about the urban situation of Tempelhofer Freiheit, focus-
ing on titles such as ‘From Human Zoo to Development 
Catalyst: World Exhibition as a Performance Show of 
Colonial Politics’, ‘After the Show. Post-diverse and tempo-
rary stories of the city’, and ‘Can it stay like this? Or must 
Tempelhof also be a part of the city?’ These debate themes 
reflected an aim of further discussing and opening the de-
bate to the future development of the site. 
Another pavilion was placed in the south-western part 
of the field, where a camp for people without permanent 
residence was established, at 52.4697ºN 13.396ºE and was 
designed by the filmmaker Branka Prlic and the actor and 
musician Tamer Yigit. The inhabitants were for the most 
part Sinti and Roma from Rumania and Bulgaria, groups 
of people who have adapted to a nomadic lifestyle of per-
manent mobility and have travelled west since these two 
countries became part of the European Union. They are 
travellers who are part of economic migration (raumlabor 
and HAU 2012, p. 3). The camp served as a parking place 
for mobile units and was fenced off, with its own small 
platform facilities for performances, a bar, and a sculptural 
Ferris wheel suggesting that a camp for immigrants could 
also be an alternative version of a world fair. Here they 
were offered a temporary place to stay for the three weeks 
of the fair. 
Several projects addressed specific issues from around the 
world, such as Rabih Mroué’s Double Shooting, which was 
a physical image tunnel displaying stop-motion stills taken 
by a mobile camera, in which a Syrian protester is caught 
at a distance by a sniper. There is a moment of eye contact 
between the sniper and the protester who holds the cam-
era in which their lenses meet in a form of double shooting. 
Shortly after, the camera falls out of the protester’s hands, 
allowing us to assume that he was hit. Running slowly 
through the tunnel, the body is employed as a time-based 
propeller for the viewing experience (Ibid, p. 2). 
Entrance to Die Institute für Imaginäre 
Insel by Lukas Feireiss 2012
View from the entrance hallway. Die Institute für Imaginäre Insel by Lukas Feireiss 2012
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Another work, by South African artist Tracey Rose, ad-
dressed the suppression that has taken place as a result of 
Apartheid as an ongoing soap opera performance. A black-
and-white Blaupunkt television, which was what provided 
her family with information about world events during 
Apartheid, was magnified and operated as a stage for on-
going performances (Ibid). 
The fifteen artworks of Die Grosse Weltaustellung broad-
ened out and displaced the image of the world as we know 
it, aiming to emphasise the cruelty and conflicts of the 
world as well as being a framework for local reflections on 
the development situation of Tempelhofer Freiheit. 
ARTWORK: INSTITUT FÜR IMAGINÄRE INSEL
With the project Institut für Imaginäre Insel Lukas Feireiss 
investigated children’s visions of an imaginary city. The 
Institut was located in a smaller, fenced-off area in which 
the airfield’s original architecture was integrated as part 
of the project. The entrance to the area was formed as a 
small passage hallway, and visitors entered using a small 
wooden ladder. In the hallway there were several drawings 
of islands that served as allusions to major works such as 
Thomas More’s Utopia, Robinson Crusoe, Lord of the Flies, 
and Treasure Island. The hallway was also decorated with 
colourful rush mats, a globe, a bench, and a stereo play-
ing reggae, transforming the entrance to the island into an 
evocative and ritual passage through the hallway. 
The grass featured a broad chalked outline of an island, 
exactly like the islands one could see on the maps dis-
played in the hallway. The location on the rise on a hill 
in the landscape underlined the sensation of being sur-
rounded by water. Visitors entered the island by follow-
ing a narrow pathway.  
PARTICIPANTS AND AGENCIES
At the opposite end of the area from the hill there was a 
structure with a small terrace and benches, as well as a 
worktable and materials such as crayons, pens, glue, hems, 
scissors, fabrics and wooden blocks. Children and adults 
sat on the benches and created small houses, cars and oth-
er elements they wanted to place on the imaginary island. 
Through this participatory process, Feireiss aimed to ex-
amine the progress of the interactions between the chil-
dren and other visitors and their different imaginings of 
fantasy islands (Feireiss 2012).
The children visiting the pavilion immediately started cre-
ating and illustrating houses, blocks of flats, watchtowers, 
Children creating small buildings for the 
island. Die Institute für Imaginäre Insel by 
Lukas Feireiss 2012
The outline of the island. Die Institute für 
Imaginäre Insel by Lukas Feireiss 2012
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containerships, floats, circuses and pirates, etc. The invita-
tion to engage in creating small houses at the working sta-
tion was easy to decode for the participants. Likewise, the 
invitation to place the small houses on the small hill and on 
the outline of the island was easily communicated since the 
artist had already placed a couple of houses on the island. 
This activity turned out to be bound in a perception of 
reality and social relations. In interviews with the partici-
pants, the reasons they expressed for their houses, boats 
etc. on the island included such factors as nice neighbours, 
personal safety, closeness to work, etc. One participant ex-
plained that he had placed his house on the very top of the 
hill “to have a beautiful view” (Johannes 2012), while an-
other participant said she had created a hospital “to be able 
to help old and sick people on the island” (Anke 2012). 
Both statements reflect the way that the perceptions were 
bound in relations towards daily life rather than influenced 
by new realisations (Pedersen 2013, p. 237).
In this work Feireiss employed a participatory approach 
by involving children in the imaginary island, arguing that 
the intention was to let the island grow and be co-created 
through an open process as a symbolic gesture alluding to 
the way that groups of citizens, in this case children, were 
not asked about their dreams for the city (Feireiss 2012, 
Interview June 1). Feireiss’s agency was focused on creat-
ing an artistic framework in which he could give voices to 
an under-prioritised group through a form of social sculp-
ture (Ibid). He created an imaginary and utopian site for 
participation and established an evolving fabric of a micro-
scale city that evolved with help from participators. The 
process of the growing island became a small-scale thought 
experiment like Henri Lefebvre’s vision of a self-growing 
city as the ideal city (Lefebvre 1974 (1991), pp. 41–42). In 
such locales one finds a structural open space in which the 
community can cultivate openness and let it grow in all di-
rections (Ibid, p. 54). The impact of this vision is closely re-
lated to Lefebvre’s thoughts on the ideal society and urban 
space that evolves hand-in-hand with the relations within 
the community, which also echoes the vision of the devel-
opment proposed by raumlabor (Pedersen 2013, p. 237).
However, the participants were not invited to reflect on the 
site-specific situation of Tempelhofer Freiheit, and only a 
few of the interviewed participants (adults) connected Die 
Institut für Imaginäre Insel with the current development 
of Tempelhofer Freiheit. One might have expected that 
Feireiss would have addressed or dialogued the future of 
the site and asked for suggestions and ideas for the par-
ticular site from the children involved. However, instead 
he kept the Institut für Imaginäre Insel as a free space that 
was not even concerned with the site-specific conflict ad-
dressed by raumlabor and HAU. In short, he created a 
friendly free zone and playground. 
To examine imaginary rooms in his projects is nothing 
new for Feireiss: in past projects he has edited publica-
tions on urban utopias and an exhibition under the title 
Imaginarium. Feireiss’ work is an example of an art project 
that becomes a catalyst for communication through its 
surroundings. Bourriaud describes how artwork can serve 
as a social in-between in which the theoretical horizon is 
the individual’s social interaction (Bourriaud 2005 (1998), 
p. 33). The Institute für Imaginäre Insel exemplifies how an 
interaction with an open space can be constructed as an 
open social vision, and establishes what Bourriaud calls 
‘micro-utopian qualities’.
Thus, despite the vision of the artist, Institut für Imaginäre 
Insel is not credible as a form of critical spatial practice 
and an extension of raumlabor and HAU’s critical coun-
ter discourse. Much in line with how Bourriaud describes 
relational aesthetics, the work remains micro-utopian. It 
stages a vision on behalf of an agency of children, but it is 
not very ambitious on behalf of this agency. One could im-
agine that an imaginary site in Tempelhofer Freiheit envi-
sioned by children and an artist/curator could have an out-
put that aimed to influence the future of the site. Institut 
für Imaginäre Insel facilitated a playful setting and site, but 
it missed out on involving participants with the aim of em-
ploying their dreams and on challenging them to realise 
new possibilities for the site. In this light, the participatory 
aspect of the project becomes more symbolic than engag-
ing. Furthermore, the set-up catalyses and supports, as 
the interviews above reflect, predictable social and habit-
oriented interaction rather than engaging approaches that 
challenge and aim for aesthetic realisation. 
Utopian and ‘protected’ landscapes can also be under-
stood as the type of installation format that Bishop calls 
‘the dream scene’, meaning a large-scale installation and 
a modulated landscape that invites spectators to immerse 
themselves within the narrative of the installation (Bishop 
2005, p. 17). The concept of the ‘dream scene’ in this ex-
ample not only correlates to the construction and opera-
tion of the installation but also to the title of the instal-
lation as an imaginary island, underscoring the utopian 
and immersive character and symbol of the artwork in the 
context of contentious urban transformation. 
Feireiss encounters his audience in a participatory way as 
the dream landscape emerges, in Lacy’s terms, as a col-
laborative and co-developed process (Lacy 1995, p. 178), 
allowing audiences to contribute to Feireiss’s vision. 
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Girl placing house on the island. Die Institute 
für Imaginäre Insel by Lukas Feireiss 2012
The growing Island. Die Institute für Imaginäre Insel by Lukas Feireiss 2012
However, even though the format of participation is at a 
high level of engagement according to Lacy’s concentric 
model for participation, what Feireiss described in the 
Institut für Imaginäre is reminiscent of the kind of partici-
pation that children experience while colouring in a pic-
ture book. Cute micro-houses, boats and cars are made, 
but besides that the process can be seen as choreographed, 
without any challenges or obstacles related to participa-
tion. Bishop warns against what she calls the ‘delegated’ 
performance as a more unengaged position of artists, who 
may also unethically employ the participants to promote 
their own agendas (Bishop 2012, pp. 219–220). 
As we can see, the utopian agenda was clearly present, 
and there was a dynamic interaction between the rela-
tional work and the discourse in Tempelhof. As a small, 
gated imaginary and utopian island in the context of a 
larger open space, Institut Für Imaginäre Insel was a gen-
tle and topical suggestion for an alternative development 
process in the context of the current debate on urban de-
velopment (Pedersen 2013, p. 239). In this way Feireiss 
constituted an imaginary island that was yet another 
contrary discourse in the discussion surrounding the ex-
hibition and Tempelhofer Freiheit. It neither inspired ac-
tivism nor was shrill in tone; rather, it was optimistic and 
naïve, and was not directly transferable to the structural 
urban planning of Tempelhof. 
Referring back to Bourriaud, one of the distinct qualities 
about relational art is that it constitutes a link to real-life 
alternatives and not only to micro-utopias (Ibid). In this 
case it is quite distinct in that what Feireiss aimed to es-
tablish was actually a micro-utopia that could never merge 
directly into the Tempelhofer Freiheit project.
Feireiss’s experiment appeared to be closer to the idea of 
an assemblage of relations than one of relational aesthet-
ics. An idea of social assemblage explores how a system is 
made up of interacting parties and how we as individuals 
can take part in that assemblage, perhaps re-conceptu-
alising the relationship between objects and interacters. 
Through his framework, Feireiss cultivated the concept 
of relational artwork, but not with directly applicable re-
al-life qualities such as those imagined by Bourriaud, but 
rather as an attempt to facilitate a self-growing ‘dream 
scene’ assemblage. 
Institut für Imaginäre Insel could have been placed in 
any given urban context, or even in a museum, though 
the relationship between the site-specific processes of 
Tempelhof ’s current development allowed the project to 
address issues of the site. 
The result was a very gentle proposal for a more partici-
patory process in a city created by the future citizens of 
Berlin, and especially its children, who are rarely invited to 
comment on matters of urban development. Neither does 
Feireiss project any visible critique of Tempelhof. Institut 
Für Imaginäre Insel remained playful in a gentle way that 
did not resemble the core aim of raumlabor and HAU’s cu-
ratorial concept of a critical spatial practice. 
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COUNTER-DISCOURSES AND SHADOW PLAY AS A 
TEMPORARY CURATORIAL MODEL
The temporary exhibition of Die Grosse Weltaustellung 
intervened in the area of Tempelhofer Freiheit as a short-
term narrative of what the park could also be used for, 
while raumlabor and HAU aimed to show new ways for 
cultural reflection and interaction on the site. The tempo-
rary aspect of the exhibition thus rendered an alternative 
narrative. This was framed by the curatorial format of the 
World Exhibition which, through irony, humour and cha-
risma, allowed the curators to stage critical discussions 
about the future of the site. 
Die Grosse Weltaustellung can be understood through 
Mouffe’s concept of artistic counter-hegemony. Mouffe ar-
gues that interventionist art practices have the ability to 
operate as counter-hegemonies, and, instead of withdraw-
ing from discourses/ruling power rationales, can act criti-
cally and thereby help reconfigure the existing scheme of 
discursive power (Mouffe 2013, p. 105). 
The context of urban transformation as a site for curation 
challenges critical theoretical assumptions concerning 
curatorial practice in the contemporary public art field. 
Nevertheless, curatorial practice in the urban context of 
transformation seems to expand the perception of a criti-
cal curatorial practice by operating closely and directly 
with the planning discourse, as seen in this case. 
This could be specifically developed to be transformed 
into a more subversive and temporary version of counter-
hegemony, which could be called a shadow play in order to 
frame the way of operating critically and site-specifically 
by employing temporal strategies to suggest alternatives. 
Since the curatorial concept was critical, and had the abil-
ity to suggest an alternative ways of spatial reflection in 
Tempelhof instead of striving to reconfigure the hegemo-
ny. Rather than being able to establish counter hegemony, 
it can in its temporary form be understood as a form of 
‘shadow play’ unfolding as a curatorial practice
Curatorial shadow play can be understood as a curatorial 
model within critical curatorial practice, located in the 
methodological span between Bishop’s conception of the 
dream scene (2004), creating alternative scenarios, and 
the urban representation aiming to suggest alternatives 
like Mouffe, but not in ‘artivist ways’ (2013). Shadow play 
also correlates with the concept that Finnegan introduces 
of a temporal story or structure that can provide coher-
ence (1998). In order for the shadow play to unfold as a 
temporal model of critical curatorial practice, however, the 
artwork within needs to strive for more than a symbolic 
connection to this model. The analysed work of Feireiss 
neither established aesthetic realisation as emancipation 
nor as empowerment by enabling his participants to influ-
ence the site; instead he established a safe ‘dream scene’ 
and a playground that served as a playful break for school 
groups and families but did not unfold the critical vision of 
the curatorial concept of Die Grosse Weltaustellung. 
BETWEEN ARTWORK, SITE AND DISCOURSES 
The case in Tempelhofer Freiheit made it possible to follow 
and analyse the critical curatorial format of raumlabor and 
HAU and the way in which their curatorial practice oper-
ated and communicated between site, discourses and the 
curated artworks. 
The site was spatially formed by its legacy as an airport but 
can now be perceived as a large-scale urban park area and a 
social and practised site. It is an enormous open field with 
only a few fixed and permanent elements. 
The planning discourse of Tempelhofer Freiheit was rep-
resented through two phases. The first phase was framed 
by raumlabor and their concept of Die Prozessuale 
Stadtentwicklung as a ‘self-growing’ and bottom-up devel-
opment process; the second was a landscape strategy com-
bined with a focus on leisure by Gross Max and Sutherland 
Hussey. These were shown, through this case and the theo-
retical lens, to be in conflict and to represent different vi-
sions for the site. Following Jensen’s discursive perspective 
on urban transformation, the hegemony had launched a 
new vision represented in words, images and practice. 
Raumlabor had had a long engagement in Tempelhofer 
Freiheit and through their initial proposal for a planning 
model, Die Prozesuale Stadtentwicklung, had set out a 
vision for an empowering rationale. Through pioneering 
temporary projects they invited the local community to 
participate in and influence the formation of the site. 
The analysed artwork of Lukas Feireiss echoed the posi-
tion of the curatorial discourse but was conveyed through 
a much more gentle approach than the curatorial dis-
course, manifested as an imagined Institut für Imaginäre 
Insel which did not enable artistic approaches that would 
additionally have allowed emancipatory, discursive and 
influential aspects to emerge. By communicating critical-
ity in a more playful way, the Institut für Imaginäre Insel 
was in contrast to the curatorial discourse which expressed 
criticality very directly in the curatorial brief. This can be 
understood as a subversive tactic to enable a discussion 
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around a project that involved different rationales and dis-
courses, as did the planning of Tempelhofer Freiheit. The 
approach was sensitive, humorous, critical and reflective, 
and illuminated the complex interplay between site, dis-
course and artwork. However, Institute für Imaginäre Insel 
did not influence the site physically for any longer than the 
period of the exhibition, and the feedback from the visitors 
reflects the fact that the critical aspects did not emerge; 
rather, the work was interpreted as a playful installation 
without critical intentions. 
The theoretical model offers the opportunity to navigate 
critically in specific contexts where we find a combination 
of artistic, spatial, political and economic agendas. In this 
new set-up, the role of the curator seems to be a relevant 
but also a complex position that calls for communication, 
framing and the ability to navigate and differentiate be-
tween diverse layers of interest. 
As Bishop argues, critical perspectives on participatory 
practices are still highly relevant and there appears to be 
a distinct awareness of and consideration for the partici-
pants, who are often already involved in or somehow at-
tached to the community and the prevailing discourses, 
and thus have the ability to navigate these kinds of projects 
in contexts with which they are already familiar. 
The curatorial practice in this case became a vessel to pro-
pose an artistic counter-discourse, or rather a milder ver-
sion of shadow play, to the ruling power rationale of the 
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planning discourse in Tempelhofer Freiheit. Die Grosse 
Weltaustellung expressed the format of a world exhibition 
radically different to those traditionally presented to pro-
mote national excellence and attract tourists. The pavilions 
here presented different critical views on the world and op-
erated counter-discursively to the planning discourse and 
the format of the world exhibition by hosting encounters 
in-between art and architecture. 
Did the curatorial concept of Die Grosse Weltaustellung 
reconfigure the hegemony? According to Mouffe, pub-
lic artwork has the ability to achieve such reconfigura-
tion by establishing critical encounters. The interview 
with the planner, Braunsweig, reflects the fact that Die 
Grosse Weltaustellung left an imprint. It is a project which 
the planning rationale also remembers. However, as 
Braunsweig reports, “a large-scale project like Die Grosse 
Weltausstellung allows us to attract a broad audience” 
(Braunsweig 2013, Interview, April 24), which reflects 
that even raumlabor and HAU’s critical model was under-
stood as a branding opportunity. Mouffe, however, argues 
that we cannot expect the ruling power hegemony to be 
able to fully analyse the potential of arts and culture, but 
that arts and culture can still enable change by engaging 
with the ruling power hegemony rather than withdrawing 
from it (Mouffe 2013). 
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ITERATIONS: BETWEEN TEMPELHOFER FREIHEIT 
AND HACKNEY WICK
The research on Tempelhofer Freiheit began the series of 
case analyses, aiming to research the curatorial project Die 
Grosse Weltausstellung by raumlabor and HAU, a paradig-
matic case that generated research and experience to revise 
the theoretical model for the next cases. The model was 
developed to inform curatorial practice. The experiences 
from Berlin were a starting point for the iterative process 
of including research from case to case, which is discussed 
in further detail in the following chapters. The research 
from Tempelhofer Freiheit had already begun a reflec-
tion process on the theoretical aspects of site, discourses 
and artworks. These had generated particular ideas and 
concepts to bring from Tempelhofer Freiheit to Hackney 
Wick, reflected in the theoretical trialectic: 
•	 Discourse: Counter-hegemony or shadow play
•	 Artwork: Humour and charisma 
•	 Site: Site-oriented rather than site-specific? 
DISCOURSE: A TEMPORARY COUNTER-HEGEMONY 
AS SHADOW PLAY
Raumlabor and HAU established a temporary counter 
discourse as curators, applying Mouffe’s term ‘counter he-
gemony’ to the planning discourse in which the artworks 
within the curatorial discourse were tailored. They ad-
dressed critical questions about the urban strategies for 
Berlin, especially Tempelhofer Freiheit. Their approach 
was humorous in an ironic way, through the re-launching 
of the World Fair concept and their representation of that 
concept. Through a representation of ephemeral artistic 
encounters in Tempelhofer Freiheit, they suggested alter-
native places for reflection and discussion: restless places 
between art and architecture. Their critical practice as cu-
rators assembled both a distinct and direct attack on the 
planning discourse, but also had the more critical overall 
aim of emancipating the spectators through embodied ex-
periences with the artworks. Furthermore, the project as 
a whole operated as an ephemeral gesture: a short, three-
week narrative of how the site and other sites could devel-
op critically in the future. 
It was interesting to research this component further in 
the following research. The approach taken by raumlabor 
and HAU was essentially a counter-discourse showing an 
alternative that could be understood as an active shadow 
play of ephemeral gestures, enabling coherence through 
what Mouffe describes as engagement with the hegemony 
(Mouffe 2013, p. 72). 
Shadow play is suggested as a concept to describe the ac-
tions of an artist that could nuance Mouffe’s understand-
ing of ‘engagement with’ by employing ephemeral, char-
ismatic and humorous means designed to discuss and 
critique the planning strategy of Tempelhofer Freiheit. 
ARTWORK: HUMOUR AND CHARISMA
Despite the critical and antagonistic curatorial format of 
the artwork, Institut für Imaginäre Insel by Lukas Feireiss 
developed in another direction. This approach was more 
gentle, playful and even naïve, and did not manage to 
unfold the critical vision of the overall format through a 
participatory and utopian strategy of the formation of an 
imaginary island developed by children. 
The overall parodying format of a world exhibition was a 
humorous approach as an appealing and seductive way of 
delivering and involving participants in the formation of a 
critique. This is what Doherty calls the charismatic agen-
cy, meaning an inviting and friendly artist and/or artwork 
that enables the interruption of and communication with 
a public and sometimes even contentious site (Doherty 
2011, p. 8). The charismatic approach was orchestrated de-
liberately in Feireiss’ work and was a strategy that, from 
a curatorial perspective, might also enable another kind 
of dialogue with the planning discourse than the more 
antagonistic and counter-oriented approach developed 
by raumlabor and HAU. However, raumlabor and HAU 
also employed humour through the concept of Die Grosse 
Weltaustellung as a way of delivering their critique of the 
planning discourse. The concept seemed to be alluring to 
their audience, allowing them to present their critiques 
subversively. Thus, despite the critical engagement and in-
volving strategy that the analysed artwork proposed, the 
impact remained on a conceptual and utopian level and 
did not catalyse any influence on the site or any related 
sites. The impact of curating as a form of site-writing re-
mained symbolic, and may as well have been unfolded on 
any other public site, or even in a gallery. This tactic, and 
also its lack of impact, was interesting to research further 
in the next context. 
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SITE: SITE-SPECIFICITY OR SITE-ORIENTED 
Site-specific, or rather, site-oriented attitudes played an 
interesting role in Tempelhof. The curatorial practice of 
Tempelhofer Freiheit was a distinct counter-reaction to the 
direction of urban development. The artwork could, how-
ever, as described in the analysis in the earlier chapter on 
Tempelhofer Freiheit, equally well have been situated in 
other contexts, since there were no aspects besides its actual 
situatedness in Tempelhof that tied it to this particular site. 
It was relevant, therefore, to research whether these more 
site-characteristic than site-specific qualities were also tak-
ing place in other similar contexts and could be understood 
as a distinctive feature of the artwork. Thus, being on the 
site in Tempelhofer Freiheit catalysed reflections on the site-
specific urban development process. The critical agenda of 
raumlaborberlin and HAU also addressed the issue of cul-
tural city-branding that not only applies to Berlin but was 
and continues to be a recurring agenda in cities in other 
countries (at least in Western metropolises).
From this point, there was an interest in relocating research 
to another urban site of transformation where commission-
ing and curating artwork was also a part of urban develop-
ment strategy. Since the artistic and curatorial approaches 
from Tempelhof had revealed a particular critical, charis-
matic and temporal combination of strategies, the focus was 
on researching these approaches further in another context. 
The practice was therefore relocated to another context of 
urban transformation where the commissioning of tempo-
ral art was also set to play an important role. 
With Tempelhofer Freiheit and the theoretical research 
model as a foundation, the point of research was set, with 
these iterations relocating the methodology for the second 
case in Hackney Wick, East London. 
BETWEEN SITE AND DISCOURSE IN HACKNEY WICK 
Berlin is not the only city where one finds the production 
of critical artwork and curatorial practice responding and 
contributing to the politics of urban development. Another 
particular context for this critical practice can be found in 
Hackney Wick in East London, located on the Olympic 
Fringe of the 2012 Olympics. 
A particularly interesting feature of Hackney Wick was 
that it was part of the urban development strategy con-
nected with the Olympics. This was a strategy focused on 
cultural urban development in which a curatorial model 
was framed for Hackney Wick (among other neighbour-
hoods). This curatorial strategy was developed in 2010 by 
the architecture and art collective muf and was commis-
sioned by the planning unit. A curator for the Olympic 
Fringe area was also appointed in 2010 (Open City/Art in 
the Open 2011, p. 16). This meant that, in this case, a cu-
ratorial model unfolding in the area was operating in close 
engagement with and as part of the planning realm, and 
the curatorial practice was set to play an important role 
within that planning discourse. 
This was different from the researched curatorial case 
in Tempelhofer Freiheit which, despite raumlabor’s 
earlier engagement here and the fact that Die Grosse 
Weltausstellung was partly funded by the Senate of Berlin, 
could be understood as a critical counter-reaction to the 
state of the planning discourse. The agency of this par-
ticular discourse was therefore displaced from the artis-
tic sphere to the planning sphere, in contrast to the cu-
ratorial model by raumlabor and HAU in Tempelhofer 
Freiheit. Thus the design of the curatorial model was del-
egated to an artistic agency – muf. 
This second case will therefore focus on the analysis of the 
public art and commissioning strategy ‘Home Grown’ de-
veloped by muf for the London Legacy and Development 
Corporation (hereafter LLDC). This, together with 
LLDC’s arts and culture development strategy, will be the 
starting point for analysing how the curatorial and artis-
tic practices address the relationship between the site of 
Hackney Wick and the planning hegemony. The analysis is 
therefore focused on the curatorial model of Home Grown 
in relation to:
•	 Hackney Wick as a physical, historical and practised 
site;
•	 The operating planning discourse, with a focus on 
Home Grown, ‘Making it Happen’ and The White 
Building as three examples from the arts and cultural 
strategy developed within the planning discourse; 
•	 Related local curated artworks that address the 
relationship between the site and planning discourse 
in Hackney Wick as a form of site-writing (e.g. work 
by Hilary Powell, Studio Superniche and Public 
Works).
This case was therefore primarily investigating the rela-
tionship between the site and the discourses in the theo-
retical research model, reflected on through the iterations 
from the first case. 
114 Between Sites: Relocating Critical Curatorial Practice
THE CHOICE OF CASE
Hackney Wick is, in Flyvbjerg’s terminology, also a para-
digmatic case. It is a current example of an area of cultural 
urban development in which several rationales for devel-
opment coexist.
The 2012 Olympics in London was proposed in a way as 
a cultural urban development strategy within which the 
production of an Olympic city was proposed as an event-
led urban development strategy. The investment in the 
Olympic event was also supposed to be an investment in 
the urban development of East London. The event of the 
Olympics, the transformation of the area, and the cultural 
programme together aimed to establish new facilities and 
infrastructure and to create an eventful and liveable narra-
tive by zipping the Park and the housing facilities created 
for the 2012 Olympics together with the fringe areas. The 
mega-event-led development would thus also make East 
London attractive for investment (LLDC 2014). 
Hackney Wick was one of the areas neighbouring the 
Olympic Park and was chosen as a particular area to fo-
cus on because a curatorial and commissioning model 
called Home Grown was developed for this particular area 
by muf, an art and architecture studio from London. The 
model here was commissioned by the planning body, 
London Legacy and Development Cooperation (LLDC), 
and is therefore an example of how curatorial and artistic 
methods are adopted by the planning discourse as a model 
that aims to make it possible, in Skot-Hansen’s terms, for 
different rationales to coexist, or, in Mouffe’s terms, to be 
a form of striving for change by engagement with the rul-
ing hegemony. In that sense it is both a regenerational and 
critical curatorial model. 
The curated artwork within the curatorial model by local 
artists Hilary Powell, Studio Superniche and Public Works 
all operate as examples of site-writing that process through 
their site-specific artwork the relationship between the de-
velopment of the site and the planning discourse. 
SITE: HACKNEY WICK 
Hackney Wick  is an area straddling the boundary be-
tween the London Borough of Hackney and the London 
Borough of Tower Hamlets. The history of Hackney Wick 
goes back to the 18th century, where the area emerged as 
an extension of the area of Homerton in the eastern part of 
London. The area was primarily an agricultural settlement 
until the late 18th and the early 19th centuries, when the 
canals and railways were established. The infrastructure 
allowed industries—primarily plastics, printing, oil and 
dyes—to be established and expanded in the area until the 
Second World War. At this point, the Blitz and the post-
war crisis caused a period of decline, leaving the area an 
isolated outskirt. The decline persisted for a long period, 
but in recent decades industry buildings have found new 
uses, and is nowadays inhabited by artists and creative in-
dustries (LLDC 2014, p. 7). 
Since the 1970s, Hackney Wick has maintained a popula-
tion of artists who have colonised the warehouses vacated 
by the demise of industry in the area. Initially, this commu-
nity was primarily based around working studios, but dur-
ing the last two decades the community has evolved into a 
small-scale mixed community of individual artists’ studios, 
arts organisations, galleries, cafés, working units and grow-
ing residential zones (muf and J&L Gibbons, 2010, p. 100).  
In 2004, the city of London put in a bid in for the 2012 
Olympic Games. One of the core arguments in the bid was 
that the investment in the games would also be a needed 
investment in the regeneration of East London, including 
Hackney Wick. This double agenda of hosting the mega-
event of the Olympic Games and gaining development in-
vestments to catalyse regeneration would enable London 
to develop a more sustainable and integrated strategy for 
mega-event-led development that should avoid establish-
ing yet another Olympic City with unsustainable build-
ings. Some existing businesses and residents would be 
displaced, but new constructions would be brought in, 
bringing better infrastructure and amenities, in turn lead-
ing to rising property values (Jacobs 2007).
Decrepit Olympic sports centres have developed as the 
legacy of many Olympic host cities around the world due 
to the fact that maintaining these mega complexes is too 
costly to be sustainable. Very few of them have been main-
tained to be fully operational after the Olympics. 
The Olympics accelerated a process of urban regeneration 
not only in Hackney Wick but also in a much wider area 
of East London. As a result of this development, Hackney 
Wick has specifically been described in urban develop-
ment strategies as a cultural hub and a particular area of 
interest for the LLDC as an appropriate area for gentrifica-
tion in East London. The strategy of developing a cultural 
legacy and incorporating arts and cultural activities as an 
integrated part of the development process was already 
formulated in the bid and started to develop an unprec-
edented wealth of cultural activities from as early as 2005 
(LLDC 2014, p. 11). 
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Hackney Wick. Rendering Queen Elizabeth Olympic Park. London 
Legacy Development Collaboration
Many locals and artists from the area critiqued this strat-
egy, however. The artist Joanna Hughes, who had had a 
studio in Hackney Wick since 2001, stated in an inter-
view in the Financial Times that: “It’s a shame because 
the creative community is here and the developers are 
coming in but usually these things grow up organically. 
Because of the Olympics it’s going to be pushed along at 
an artificial speed and I think it will [end up] fairly plas-
tic” (Hughes 2007). What Hughes describes here is the 
process of gentrification which, according to her, would 
sadly be accelerated. This statement reflects the paradox 
of gentrification in which not only Hackney Wick but also 
many other areas of urban regeneration find themselves. 
When an area develops creatively it becomes more attrac-
tive; attracting, for example, new housing and business 
units which end up being much more expensive than the 
original prices of the leases in the area, forcing the crea-
tive residents to relocate their practices to somewhere 
more affordable. According to theorists such as Florida, 
a primary pillar for economic growth often begins in a 
creative area, as in Hackney Wick, which also stimulates 
diversity (Florida 2002, p. 38). 
This paradox is also related to the issue of development 
through city-branding which was addressed by raumla-
bor and HAU in Berlin. Skot-Hansen focuses on how the 
experience society creates new challenges for cultural life 
and urban culture. The renewed interest in employing cul-
tural life as a motor for urban development has established 
a mutually dependent relationship between culture and 
urban development. She argues that cultural and econom-
ical processes are, more than ever before, seen as mixed 
and displaced, and that there is a need to develop strate-
gies with clear aims either for economic or cultural ben-
efits (Skot-Hansen 2007, p. 15). Florida and Skot-Hansen 
thus frame the overarching dynamics in Hackney in the 
space between economic and cultural rationales. 
RATIONALES IN HACKNEY WICK 
In Hackney Wick, as in Tempelhofer Freiheit, different ra-
tionales coexisted. On the one hand we find the planning 
discourse, which is represented through a rationale of eco-
nomic growth whereby culture is set to have an entertaining 
role. This rationale is carried out on a discursive level and can 
be seen both in written and visual visions for the area and 
in strategic actions such as prioritising projects like Home 
Grown and The White Building. On the other hand, we find 
a myriad of artistic initiatives carrying out enlightening and 
empowering agendas and issuing challenges to the develop-
ment of Hackney Wick with it new and spatially massive 
new neighbour, the Olympic Park. The artistic initiatives 
were supported by and realised within the framework of 
curatorial strategies initiated by LLDC, the planning body. 
Unlike Tempelhof, there was an articulated intertwinement 
of the rationales, since the planning rationale invited artists 
and architects to take part in the making of the strategy. The 
planning discourse distributed some of the responsibility 
for establishing a curatorial strategy for the area to the ar-
tistic discourse by commissioning muf to design a suitable 
curatorial model for the site.
DISCOURSE: ‘A THRIVING NEW METROPOLITAN 
DISTRICT’
The focus of the arts and cultural strategy was centred on 
Queen Elizabeth Olympic Park and its borders, which is 
the area in Europe with the highest concentration of art-
ists and cultural organisations. The area is well known 
among London’s arts community for its old warehouses 
and industrial zones, which today are often used as artists 
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studios and creative business headquarters. According to 
LLDC, this situation allowed “arts and culture to be at the 
heart of this new piece of city so that it becomes a thriving 
new metropolitan district” (Ibid, p. 4).
In her 1998 book Tales of the City, Finnegan coins a con-
cept she calls ‘the planner’s tale’. She argues that the plot of 
the envisaged projects is constructed as a temporal frame-
work to lead citizens to the conclusion that the plan is one 
that both generates economic success and allows freedom 
for the individual. Finnegan argues that in the planner’s 
tale, unlike in pessimistic academic stories, there is al-
ways a happy ending both for the city and the individual 
(Finnegan 1998, p. 41). Finnegan provides a perspective 
on how renderings can narrate tales for the future city. 
Above, the future vision for Queen Elizabeth Olympic 
Park is envisioned. 
MAKING IT HAPPEN
A large fence surrounded the Queen Elizabeth Olympic 
Park where the 2012 Olympic Games had taken place. In 
winter 2013 there was still no way to enter the park, and 
only a large pink and turquoise poster with the slogan, 
‘Making it Happen’. The poster obviously referred to the 
current development of the park, as illustrated by the ren-
derings behind the fence. ‘Making it Happen’ was a slogan 
for the development project printed on all posters, stalls 
and billboards related to the park. 
Making it Happen. Poster on the fence at White Post Lane
Keeping in mind the site-specific history of the site, the 
slogan can be seen as something of a paradox, since the 
park is fenced in and whatever is happening or is going to 
happen is not something the local community is involved 
in or has access to; rather, it is being carried out solely by 
the LLDC. The choice of ‘Making it Happen’ as a slogan 
reveals a distinction between those who are making it hap-
pen and those who do not have the opportunity to partici-
pate in that making, despite being located in the immedi-
ate vicinity. ‘Making it Happen’ points in the direction of 
an ongoing process, but one in which the citizen cannot 
play an active part. ‘Making it Happen’ serves to numb the 
spectator to something currently underway that is geared 
towards the future. It leaves the subject in the present, but 
with no active choice to make, nor any means of participat-
ing in the process (Pedersen 2013, pp. 241–242).
Jensen (2004) argues that representational logic is often 
seen progressing in relation to urban interventions carried 
out through a power rationale, but that it should also be 
understood in relation to its physical and social surround-
ings, a socio-spatial relation which is also a dialectic and 
dynamic interaction. The competing discourses put words 
and images in the same context, but often with different 
representations and agents (Jensen 2004, pp. 56–57). 
Focusing on the renderings of the forthcoming Queen 
Elizabeth Olympic Park and the signature poster for the 
transformation (‘Making it Happen’), Jensen’s concept of 
how representational logic can be connected to the power 
rationale and a discursive manifestation of space becomes 
highly relevant. Given Finnegan’s concept of the narration 
of the future (outlined above), the enclosed site in which 
someone is making the future park come alive can be un-
derstood as the representational logic of the space. The 
renderings and the poster are representations that both 
point at the forthcoming vision and the creation of the site 
as carried out by the planning discourse. 
In his trialectic model in The Production of Space, Lefebvre 
argued that spatial practice can be understood as the way in 
which physical space inhabits the perceived space between 
daily reality (daily routine) and urban reality (the routes and 
networks that link up the places set aside for work, private 
life and leisure (Lefebvre 1974 (1991), p. 38)). Spatial prac-
tice is paradoxical, according to Lefebvre, because it includes 
the most extreme separation between the places it links 
together. He also develops the notion of the dialectic con-
cept of representations of space, whereby the site becomes 
a conceptualised space and a discursive planning context, 
and where intentions and visions for the site are carried out. 
According to Lefebvre, this is the dominant space in any so-
ciety (Lefebvre 1974 (1991), pp. 38–39). On the represen-
tational level, the marketing posters and renderings of the 
narrative of the new park illustrate the representation of the 
space and the vision of the planning discourse.  
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HOME GROWN – A CURATORIAL STRATEGY
One interesting component of the art and culture strat-
egy concerning the development of an integrated cultural 
urban development strategy was formulated as a particu-
lar curatorial model for Hackney Wick and Fish Island 
(Hackney Wick). After the bid was made in 2004 for host-
ing the 2012 Olympic Games, the LLDC commissioned 
the muf architecture and art collective and J&L Gibbons 
architects to develop strategies for the comprehensive de-
velopment of the area—development that would be un-
dertaken in its relationship with its new neighbour, the 
Olympic Stadium. As a strategy for Hackney Wick, muf 
collaborated with J&L Gibbons architects, a group of 
landscape architects focusing on the interplay between 
sustainability, local communities and aesthetics. Muf 
were responsible, among other things, for developing an 
approach and framework for art commissioning as a cura-
torial model for public art in Hackney Wick. 
Muf is a British architecture and art collective focused on 
practices in public spaces. Muf ’s role here is interesting be-
cause they tried to balance a practice that knowingly col-
laborates with the planning discourse and thereby gains 
influence in public planning and arts commissioning. 
They express their awareness of the role muf might play 
in contributing to regeneration, but also indicate that by 
taking this role they also gain influence and can hopefully 
direct planning (Fior 2014, presentation, 6 May). 
Since Hackney Wick was framed as a neighbourhood with 
a particularly high concentration of artists and creative 
businesses, the neighbourhood was therefore appointed as 
being able to play a particular role as a catalyst for creative 
urban life in the transformation of and connection to the de-
velopment of Queen Elizabeth Olympic Park. LLDC thus 
acknowledged the heritage of the area by enlivening public 
spaces and nurturing the next generation of creative minds 
by supporting new initiatives aimed at ensuring that the cul-
tural network continues to grow (LLDC 2014, p. 5). 
Within this strategy there was a particular focus on art 
and public art that also included and acknowledged that 
a neighbourhood like Hackney Wick already had artistic 
qualities which were ‘exceptions from the norm’ and that a 
strategy should expand upon this, and should, if well-com-
missioned, be able to deliver added value to the environ-
ment of Hackney Wick (muf and J&L Gibbons, LLP 2010, 
p. 98). The strategy also reflected the neighbourhood’s re-
lationship to the Olympics:
 
The impact of the Olympics and developer interest in the area 
has had a mixed effect; the negative aspect of development 
has led to leases not being renewed and businesses moving out 
of the area. However, the area has attracted some enlightened 
developers who recognise the value of the presence of small-
scale artisan uses and how hard it is to attract these uses back 
once they are displaced.  
(muf and J&L Gibbons, LLP 2010, p. 100) 
To balance these exact challenges within the commission-
ing of art, and to avoid the vivid cultural life of Hackney 
Wick self-destructing as a consequence of gentrification, 
muf developed and framed a particular curatorial model 
and strategy for public art in Hackney Wick, which they 
called Home Grown, arguing that by employing artwork as 
a part of the development strategy there should be a set of 
principles—a site-specific discourse—to ensure that the 
commissioning process would consist of three guiding 
principles: 
•	 ‘Home Growing’: the role of the public art strategy to 
inform and steer planning policy to ensure the creative 
community has sustainable and positive growth
•	 ‘Grow Your Own Art’: the opportunity for the 
existing creative practitioner community to 
undertake commissions
•	 ‘Robust Infrastructure for the Host Space’: 
scoping the opportunities within the public realm. 
Improvements to determine appropriate sites for 
temporary and permanent commissions (muf, LLP 
2010, p. 99)
Liza Fior from muf described how making public the cu-
ratorial approach of creating art, which is normally hidden 
behind studio doors, in this case required an engaged pro-
cess in order to shape what the local arts community per-
ceives as home grown, i.e. building on inherent qualities of 
the area. The process reflected the principles of the home 
grown strategy and therefore shaped not only an embed-
ded concern for the vulnerability of the arts community 
on the site within the development process but also an 
acknowledgement of the potential for artistic production 
to be a valuable asset in steering planning policy (Ibid, 
p. 102). At the same time, they complicated their overall 
strategy for the correlation between art and culture and 
the urban development process. 
Fior pointed out that it was particularly important to frame 
a strategy that focused on temporal and/or socially engaged 
art projects. She argued that the status of temporal pro-
jects should be equal to that of permanent projects, since 
temporality enables an ongoing dialogue between artist 
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communities, residents, visitors and the ongoing develop-
ment of the area (muf 2010, p. 105). She argued, further-
more, that supporting socially engaged arts practices could 
be a way to bridge the gap between artists and their commu-
nities and between communities and the planning realm. 
As we can see, muf understood the framing and authoring 
of a curatorial strategy within the planning discourse of 
LLDC as an opportunity not only to influence the way the 
strategy employed artwork as part of the planning strategy 
to steer, challenge and influence the strategy from within 
the planning discourse but also as a way of establishing a 
model in which the different rationales of the artist, plan-
ner and community can coexist. This is a perspective simi-
lar to that which Mouffee and Skot-Hansen prescribed (as 
outlined above) 
THE WHITE BUILDING 
As part of the strategy, initiatives were launched and fund-
ed by the LLDC to stimulate creative growth in the com-
munity. One example was an old warehouse in the area, 
that was designated an interesting site due to its location 
across from the entrance to the Queen Elizabeth Olympic 
Park. The warehouse was described as a catalyst for crea-
tive activities that could spill over into the area of the 
Olympic Park, thus creating a shared and integrated crea-
tive identity for the adjacent districts (Ibid 20). As a part of 
Home Grown, it could be understood as a robust though 
temporary infrastructure for projects. 
The aim of the Hackney Wick Cultural Hub project 
was to create a multi-use, affordable, public-facing facil-
ity to support and host cultural and creative activities in 
Hackney Wick for the period before, during and after the 
2012 Olympic Games. This would be established in an 
existing historic building, strategically located opposite 
the Olympic Park, on the canal side where a 5 to 10 year 
lease would be taken on to enable the project to happen. 
(Design for London 2013)
The refurbishment of The White Building, a former print 
warehouse by the canal overlooking the Olympic site, was 
funded by the LLDC. It is a cultural venue with six studios 
for practicing artists, a project room, event hire space, as 
well as an artisan micro-brewery and pizza restaurant. 
Anna Harding is the director of the long-time Hackney-
based arts organisation SPACE which is running the 
White Building, the events, studios and the artists-in-res-
idency programmes connected to the space. From 2005-
2012, SPACE hosted annual symposiums under the head-
line Legacy Now to raise awareness of the potential impact 
of the Olympics and to establish a forum for artists and 
policymakers to come together to influence the inevita-
ble transformation that the Olympics would bring to the 
area, both spatially and in terms of community, but also 
concerning the rush of property speculation that would af-
fect the creative enclaves of East London (Harding 2012, 
pp. 264–265): “Our stand on the importance of this crea-
tive district seems to have helped change mindsets from 
imagining that the artists would just move out, to see-
ing them as kick-starting the next phase of regeneration. 
However, we should be careful what we wish for” (Ibid, p. 
269). Harding states the paradox of the situation: on the 
one hand, the goal was to gain acknowledgement from the 
planning realm; on the other, she and others knew that 
with that acknowledgement comes speculation about how 
the creative community of Hackney Wick can play an ac-
tive part in the strategy of urban regeneration. 
As regenerational curatorial models, Home Grown 
and the White Building are parts of the cultural urban 
View from White Post Lane in Hackney Wick, February 2013The White Building, March 2013. Photo: David Kohn Architects
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development frames and artistic programmes and agen-
cies established to develop the area to include coexisting 
rationales. In the following, the artwork curated and de-
veloped within the framework of Home Grown and/or the 
White Building are unfolded and analysed. 
ARTWORK: ANTICIPATION THROUGH ARTISTIC 
PRACTICE 
One of the local artists who had a studio in the White 
Building is the artist and researcher Hilary Powell. Like 
many other local artists, Powell had processed the an-
ticipation of the Olympics since the bid. Together with 
the writer and researcher Isaac Marrero-Guillamón, she 
published an archival collection of writings and artwork 
concerning the London Olympics in the 2012 book The 
Art of Dissent. They divided the material into the catego-
ries of incursion, excavation, displacements and aftermath, 
and included an overview of practices, some of them from 
Hackney Wick. Powell and Marrero-Guillamón’s trajec-
tory is an archive of events, notions and critiques from a 
contentious time and place. 
In Powell’s own 2008 film The Games, she builds on a 
long-term practical and theoretical engagement with the 
changing fringes of the Olympic Park with projects involv-
ing film, harvest, and performance. The short film shows 
absurd sporting competitions performed under guerrilla 
conditions—such as discus-throwing with old car hub-
caps, weightlifting with tires, and trampolining on aban-
doned mattresses, performed by non-athletes in 1950s’ 
gym-class clothing—that overran the decayed urban 
landscape soon to be demolished and transformed into the 
Olympic Village (Ibid, p. 100). 
Powell was inspired by London’s earlier Olympic Games 
of 1908 and 1948, using her approach as a methodology 
to teach about the future by drawing on past events with-
out simply looking at them nostalgically. She destabilises 
the Olympic iconography, from the Olympics torch to the 
podiums, by reinterpreting it with references to the past 
and to the current context with concerns for the future. 
As a local artist who was living in the area, Powell wanted 
to address the ‘Tabula Rasa Urbanism’ she claimed to have 
witnessed during the building of the Olympic Stadium 
in Hackney Wick and its surrounding areas. Tabula Rasa 
Urbanism can be understood as urban development by 
tearing down, building and planning anew without con-
sideration for the existing urban structure, community or 
history (de Certeau, 1984).  
In Powell’s film, the spectacle of the Olympics is given an 
anti-heroic and rough rendition and the Olympic spirit is de-
constructed through a humorous critique, with competing 
taking place by the future ruins of the Lower Lea Valley. 
During her artistic practice in the Olympic Fringe, 
Powell also established the company Pudding Mill River: 
Purveyors of Sporting Spirits and Foodstuffs. This was a 
long-term variegated project that explored the Olympic 
Park’s changing fringes through film, along with events 
and ‘guerrilla gatherings’ in the host boroughs. The com-
pany collected the last harvest of the Olympic zone by 
playing on ‘Olympian’ and empowering qualities (Powell 
2013, Interview, 2 March). 
Powell’s performance can be understood as a performa-
tive intervention in which she addressed site-specific and 
spatial issues related to the mega-event-led urban devel-
opment in east London. In her practice she employed a 
performative strategy in which she theatrically staged 
humoristic set-ups, but also intervened with site-specific 
carefulness, and the performative gesture was not the only 
thing at stake. Her artistic approach could also be under-
stood as a form of site-writing since, as Rendell says, site-
writing can be understood as an approach to a site that in-
cludes an embedded situated criticism and an approach to 
experience sites. 
Site-writing configures what happens when discussions 
concerning situatedness and site-specificity extend to involve 
art criticism, and the spatial qualities of writing become as 
Hilary Powell, The Games, 2008. Performance and film done in the Olympic fringe. Photo: Hilary Powell
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important in conveying meaning as the content of criticism. My 
suggestion is that this kind of criticism, by operating as a mode 
of practice in its own right, questions the terms of reference 
that relate the critic to the positioned “under” critique, and 
instead proposes alternative positions for the critique to adopt 
in relation ‘to’ the work and through the use ‘of ‘ the work. This 
process of configuring writes the sites between critic, work and 
artist, as well as between critic, text and reader, and in doing so 
constructs an architecture of art criticism. ( 
Rendell 2010, p. 20)
Following Rendell’s conception of site-writing, Powell’s 
performance can be understood as a form of situated criti-
cism raising the issue of the site-specific situation in the 
Olympic Fringe that processes the particular state and situ-
ation of the site through her performative writing about it. 
Powell’s performance from 2008 aimed to draw attention 
to sites that were set to be demolished as a part of the re-
newal plan for the area led by the Olympic event. In an in-
terview, Powell explained how she understands her work 
more as an archival than an activist approach, though the 
creation of the work became activist:
I did not expect the work to change or affect the plans of 
the development. I was more interested in highlighting and 
securing an archive and history writing of the sites, which were 
about to be demolished. A history, which was not of shiny and 
beautiful places, but sites of a neighbourhood. That the process 
of performing, producing and filming became an activist act 
was not a statement, neither did it happen purposefully. At 
that point more of the sites that I wanted to document were 
inaccessible and we could not get permission to film. We did it 
anyway. It felt quite interventionist and stressful. Even though 
the activist part of trespassing blocked areas became a huge 
part of the production of the film it does not appear on the film.  
(Powell 2013, Interview March 2) 
Powell’s words nuance how she understands her practice 
as an archival production which can ensure that various 
aspects of the renewal and mega event-led urban devel-
opment can be told after they are gone. Her aim was not 
initially to affect or demonstrate against the renewal of the 
area. However, her interest in particular sites impelled her 
and her crew to become activist in order to be able to per-
petuate her performance on the sites. 
The work operates as a video installation that has been 
widely screened. Even though The Games did not have any 
immediate effect on the site or involve participants in the 
process, Powell’s work critically addresses the site-specific 
issues of the site, and has been referenced as part of a criti-
cal artistic discourse around the renewal of Hackney Wick 
led by the 2012 Olympics. 
BLUE FENCE BY STUDIO SUPERNICHE 
Another project that addressed the relationship between 
the site and the planning discourse was carried out by the 
London-based design group Studio Superniche. They de-
signed a series of site-specific structures made out of the 
blue fence that surrounded the site of the Olympic Park in 
East London during the construction work. In 2006, when 
the construction work on the Queen Elizabeth Olympic 
Park started, eleven miles of blue plywood ringed the 
Lower Lea Valley and the site for the Olympics with what 
could be experienced as a never-ending fence. Billboards 
adorned the fence with envisions that projected imagin-
ings of the post-Olympic legacy-scape: 12,000 new homes 
and 10,000 new jobs would emerge from the pristine site 
across six different neighbourhoods. Studio Superniche 
pointed out that there was an irony in this situation, es-
pecially for local residents who found themselves disfran-
chised on the wrong site of the fence, separated from their 
former public space (Studio Superniche 2012, p. 74). 
The blue fence came down in 2009 and was replaced by an 
electrified barbed-wire fence. Studio Superniche then ac-
quired some of the ubiquitous blue plywood and wanted to 
demonstrate an alternative future for the site by develop-
ing the ‘Olympic Legacy Tool Kit’, which was a blue print 
catalogue of urban furniture and installations designed to 
encourage local re-appropriation of the vast terrain of the 
Olympic aftermath (Ibid). They argued that there would 
be a spatial gap in the aftermath in which bottom-up tem-
porary strategies would be interesting tactics, since the 
200-hectare site would not be built or planned all at once, 
and thus the transition zone was an interesting opportu-
nity to explore and open up dialogue and suggestions for 
alternative scenarios. They also argued that their focus on 
the very material that kept people out of the site to suggest 
alternative uses for the site had a subversive potential that 
could inspire the reclamation of the empty landscape. 
The structures included allotment sheds, some boats and a 
boathouse, Ping-Pong playing facilities and a bird-watch-
ing post, all functional follies aimed for the vacant uses 
of the site. The artists state that there is ‘no risk, and little 
costs’ connected to this kind of temporary interruption. 
They emphasised: 
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By showing what is possible, temporary uses have the power 
to rewrite the rules of the plan, forestalling final judgment on 
what plots of land might be worth, and what kind of activities 
are appropriate there. Interim users have the potential to 
open up fundamental debates on land use classification, 
temporary permissions suggesting the slackening of more 
permanent restrictions.  
(Ibid, p. 75) 
They argue, therefore, that these kinds of interventions 
can interrupt master plans and turn them upside down, 
and that it is the cracks and holes in the legacy plan that 
provide the opportunity to suggest an alternative future 
for the site (Ibid). 
The reuse of the fence became a humoristic gesture which 
in a playful way reclaimed the symbolic blue fence that 
separated the local community from the future Olympic 
site in 2009, before the barbed-wire fence was set-up. The 
bird tower allows a view of the construction site, thereby 
enabling a view over the Olympic site as a reconstruction 
of the plywood fence which had cut off the access and view 
of the site. The approach was an almost mischievous way of 
transforming an obstacle into an opportunity. 
Their subtle critique of transforming the symbolic mate-
rial that made the first separation from public space into 
new alternative possibilities can also be understood as a 
form of situated criticism, i.e., site-writing. De Certeau’s 
dialectic concept of strategies and tactics also appears 
to be a light with which to illuminate the concept of this 
practice. Understanding the action of putting up the blue 
fence as a ‘strategy’ from the ruling power rationale of dis-
course in order to spur the mega-event-led planning strat-
egy catalysed by the 2012 Olympics, the ‘tactics’ can be 
understood as the emancipating action of reclaiming the 
blue fence and manifesting its new alternative uses. In this 
way site-writing enables the emancipatory spatial practice 
of tactics, or, in Lefebvre’s terminology, enables spaces of 
representation to emerge (Lefebvre 1974 (1991)). 
The Olympic Legacy Tool Kit. Studio Superniche, 2009The Blue Fence Studio Superniche, 2009. Photo: Studio Superniche
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These examples of Studio Superniche and Hilary Powell are 
not only humorous and playful but also critical, providing 
artistic examples of addressing the relationship between 
site and discourse through their artistic practices. Studio 
Superniche offered an optimistic alternative through the 
re-appropriation of material in new spatial designs, while 
Powell employed a performative and grotesque strategy 
to illuminate Olympic geographic cleansing. Returning to 
Lefebvre’s trialectic dialectics, spatial practices can be un-
derstood as a space of representation: the practiced space 
where the emancipatory potential for practice becomes vis-
ible, as Studio Superniche and Hilary Powell also illustrated 
in these two examples of practices from the area. 
The interventions destabilised the existing narrative by 
pointing back in history instead of forward to the future. 
Jensen argues that written and spatial manifestation con-
solidate the discourse (Jensen 2004, p. 53). However, in 
the context of these two projects, one can argue that the 
interruption destabilises the discursive manifestation. 
THE OLYMPIC LEGACY
In the period after the commissioning of the 2012 Olympic 
Games in 2004, critical interventions flourished in 
Hackney Wick. Artists and activists carefully, extensively 
and critically addressed the issue of people being forced 
out of their homes in East London due to the LLDC need-
ing their land (Campkin 2013, p. 150). While the official 
discourse in the marketing material around the Olympics 
presented the Games as bringing positive change to the 
area, critics have described the legacy differently. The ar-
chitect and writer Oliver Wainwright, who was also a part 
of Studio Superniche, stated that: 
Legacy may have been “epicentral” to the plans of 2012 in 
the words of Lord Coe (British Parliament member and 
former athlete). But so epicentral that the periphery has 
been crucially overlooked, left with a fractured landscape 
of bloated buildings, vacant streets and magnified social 
division – the irreparable legacy beyond the park.  
(Wainwright 2012, p. 277). 
The case research of the next project took place on the site 
in the winter and early spring of 2013, after the Olympics 
but before the opening of the Queen Elizabeth Olympic 
Park. The site was in a post-event state during the period 
when artists approached the site. However, at that time the 
narrative of the anticipation of the Olympics was displaced 
by a focus on the aftermath and the legacy of the Olympics. 
PUBLIC WORKS
Public Works is an artist group working in the White 
Building who conducted their socially engaged collabora-
tive art and architecture practice in Hackney Wick in the 
period before, during and in the aftermath of the Olympics. 
Their practice works within and towards the formation of 
public space and their projects address the question of how 
the public realm is shaped by those who use it, and how 
existing dynamics can inform further proposals. Andreas 
Lang, a member of Public Works, explained that they pro-
duce social, architectural and discursive spaces by acting lo-
cally (interview, 2013). Public Works developed in 2008 as 
a mobile unit called the Wick Curiosity Shop. The idea of the 
Curiosity Shop was that it should collect local memorabilia 
to learn about the site of Hackney Wick and that in order 
to make this knowledge visible it should operate as a plat-
form. (‘Curiosity shops’, an alternative term for gift shops in 
British English, are known for their selection of unexpected 
and often also amusing gift ideas: walking into a curiosity 
shop can be like finding a treasury chest of small gifts.) 
public works, Wick Curiosity Shop, 2008. Photo: public works
Wick Curiosity Shop collected both physical objects for 
the archive in the shop and spoken words and songs for an 
accompanying online archive. It became an eclectic archi-
val collection of the site, but did not have any order or hier-
archy. It also became a meeting point for events and walks 
in the area. Through this platform, Public Works was thus 
acting curiously and researching and practising on the site. 
One of the activities the Curiosity Shop hosted was a pro-
ject called The Sur-Plus in 2013, which was a participatory 
ongoing project encouraging the community and visitors 
to donate or loan out whatever Hackney Wick had in abun-
dance. In a press release, Public Works wrote: “We are col-
lecting everything: Materials, time, advice, compliments, 
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boxes full of things, stacks of stuff, generosities of all kinds, 
things you don’t mind lending, your can of old coins, per-
formances ... etc. ... Whatever is in abundance and you are 
happy to share” (Public Works 2013, p. 1).
The programme developed through sharing whatever 
could be shared: everything from materials to good ad-
vice to methodologies. It operated as a two-phase project 
which aimed to create a collective and participatory pro-
cess leading to the creation of a new public re-use facility 
centred around a sustainable vision for re-use, grounded in 
the idea of reclaiming space and materials from the post-
Olympics period.  
Lang explained that he finds a particularly interesting po-
tential in temporary practices because there is a freedom 
to experiment within the limited timeframe of such pro-
jects. Public Works’ practice is built on a vision of acting 
from ‘within’ a community, enabling a collective empower-
ment of the local community. He presents an unromantic 
approach to this practice, aware of the fact that the lease of 
the studio which he and many other artists are renting will 
expire within the next five years and that the investors who 
own the buildings will most likely be able to sell the build-
ings to developers who want to develop the land for hous-
ing (Lang 2013, Interview, March 20). Even though Lang 
finds this situation problematic for the community, it is not 
an obstacle for Public Works’ practice, which he describes as 
nomadic and able to interact with different agencies, though 
primarily interested in creating urban resilience, operating 
nomadically and in networks and not necessarily bound to 
one local community. As an example, Public Works collabo-
rates closely with the Paris-based architecture collective 
AAA, sharing experiences, networks, ideas and methodolo-
gies for urban resilience with them. Lang is aware that this 
practice will not continue in Hackney Wick forever, but that 
is not something he treats sentimentally: he is more focused 
on how to empower the local community with urban resil-
ience and at some point relocating his practice to another 
community facing similar challenges (Ibid). The practices 
that Public Works encourage can be understood as what 
Jacob, in her differentiation between different socially en-
gaged practices, calls ‘participatory’, meaning that the pro-
duction of the work is a collective production, striving to 
have a lasting impact on the people involved and to be of 
productive service to a local network, or to engage with a 
current social problem (Jacob 1995, p. 54).
Socially engaging practice is not a new phenomenon; there 
does, however, seem to be an increased approach focusing 
on opportunities and resilience in communities by engag-
ing for a temporary period and at the same time operating 
nomadically by developing approaches that could oper-
ate in other urban contexts where local communities are 
undergoing challenges of regeneration similar to those in 
Hackney Wick. 
Lang’s position resembles what Phillips describes in her 
2011 publication Too Careful. Here she claims that public 
art is slipping away, to be replaced by diverse forms of par-
ticipatory, networked, collaborative and discursive prac-
tices. She proposes that this is a paradoxical situation that 
can be understood both as “egalitarian positively and en-
tirely destructive of artistic infrastructure”, and questions 
the critical potential of practices that are orchestrated by 
the planning realm (Phillips 2011, p. 55). However, the 
researched examples suggested a more nuanced approach 
that allowed creative discussion and dialogue about urban 
space through that urban space instead of placing them-
selves as artists and curators only in opposition to its de-
velopment. Phillips describes the paradox and the new op-
portunities by quoting Bruno Latour: public works, Re:use Centre, 2013. Rendering: public works
public works, Sur Plus, 2013. Photo: public works
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When Latour says, “the question is to decide whether an actor 
is ‘in’ a system, or if the system is made up ‘of ’ interacting 
actors,” he is demanding that we rethink our part in what he 
calls the “assemblage” of the social’ (Latour 2005 (Phillips 
2011)). He is asking us to reconceptualise the relationship 
between things (everyday objects, hospital buildings) and 
humans (artists, audiences, patients, curators). If the concept 
of caring has been so liberalised as to make it a rhetorical 
tool for its very antithesis, then art’s current public role must 
be understood also as playing its part in this formation. If 
art does have the capacity to reinvent the spaces and times 
that constitute what is public – or made public – then artists, 
curators and commissioners should take this opportunity 
seriously rather than playing around the edges  
(Ibid, pp. 55–56).
Phillips goes on to invite a new approach to the public field 
and context of urban regeneration, pointing to Latour’s as-
semblage theory as an approach that allows for an under-
standing of today’s urban context, and of the practices op-
erating in the context of urban regeneration. She suggests 
an alternative to an irreconcilably agnostic position, and 
proposes letting artistic practices play a role in the forma-
tion of urban assemblage. Her approach corresponds with 
the idea we have seen in some of the practices unfolding 
in Hackney Wick by Studio Superniche and Public Works. 
Muf also include their practice in a framing strategy for 
public art in the area by displacing their practice to oper-
ate from within the discourse. 
Latour breaks with the idea of society as a single whole and 
proposes that it should rather be understood as elements 
assembled in a collective (Latour 2005, pp. 14–15). He 
claims that the idea of escaping political discourse is not 
possible in understanding the collective. The body of the 
political will always be there, not as an agnostic or invis-
ible political power over public art in the first place, but 
as political representations and political actions contribut-
ing to the formation of the collective formation (Ibid, p. 
162–163). 
Public Works was carrying out a deeply embedded and 
socially engaged practice in Hackney Wick, focussed on 
involvement, resilience and empowerment of the commu-
nity. They exploit temporary situations to gather both ar-
chival histories, nurture the community and share knowl-
edge within community. These are all approaches that very 
actively seek to influence an area. Thus Lang expresses in 
the interview that he does not expect initiatives like Public 
Works to be able to strengthen the community enough to 
prevent the gentrification of Hackney Wick from pushing 
out the broad and artistic community (Lang 2013). In his 
understanding of their practice as nomadic there lies an 
acceptance of the situation, which makes one wonder what 
the aim of empowering and resilient practices are if the 
practitioners, and their artistic rationale, do not believe 
they can influence the economic rationale.
PARTICIPANTS AND AGENCIES
Muf ’s curatorial model and strategy was focused on the 
development of Hackney Wick and the agency of the liv-
ing and working community of the area. The strategy re-
flects a sensitive and site-specific approach towards the 
development of the area, focused on harnessing and cul-
tivating the area through already existing local initiatives 
and strength. Through this strategy the aim is to steer the 
economic rationale of the planning discourse to include 
cultural prioritizing in the development process, not nec-
essarily one which can propel the economic rationale but 
rather a strategy which can enable the local cultural com-
munity to engage in the process with their insights and 
needs for the area (Fior 2014, Interview, May 5). However, 
despite muf ’s involving, site-specific and sensitive strategy, 
the motor of the overall urban cultural development pro-
cess seemed to accelerate at a much larger scale and speed 
through the Olympic event in 2012 and its impact on the 
surrounding fringes, including Hackney Wick. 
Adriana Marquez, a curator engaged by LLDC to ad-
minister curatorial and artistic initiatives in the Queen 
Elizabeth Olympic Park and in the fringe areas, described 
in an interview how her work with art on the site was both 
a work of translating the process of artistic culture to the 
planning discourse and also of finding zones of compro-
mise in between the artistic and planning agendas: 
Initially, culture as artwork was added as an extra layer to the 
planning strategy as something which should be appealing and 
make things look better and establish a cultural destination, 
thereby also catalysing cultural tourism and thus making 
East London, particularly areas like Hackney Wick, celebrate 
what it already has: artists who create art. When we started 
the work it turned out that art and culture could have a much 
more valuable role in the transformation process as a way of 
engaging and keeping a dialogue in the community on the 
development process. Thus, these kinds of more engaging 
projects are also more demanding in terms of resources 
than commissioning a sculpture or mural. (Marquez 2013, 
Interview, June 7). 
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The quotes above reflect the conflictual situation of coex-
isting rationales, but also an eagerness to find out how they 
might coexist, and the ability of the planning rationale to 
change strategy towards a socially engaging rather than an 
embellishment strategy. 
SITE-WRITING AND SHADOW-PLAY AS TEMPORARY 
REPRESENTATIONAL SPACE
Muf and the artists represented here employ site-specif-
ic site-writing as, in Lefebvre’s term, a representational 
space—an emancipatory space in which they address 
and critique the issues of the site through temporary 
approaches. 
Muf sees a way of experimenting with the influence of tem-
porary arts and architecture on the site by insisting on tem-
porary approaches. Powell’s ephemeral approach was a per-
formance that disrupted the narrative of the future Queen 
Elizabeth Olympic Park with her grotesque anti-athletic 
representation. Studio Superniche’s small-scale playful ar-
chitectural installations created an alternative temporary 
narrative out of the abandoned blue fence, establishing a 
counter position to the cut of the access to Lower Lea Valley. 
Public Works purposefully used their temporary projects to 
connect and empower the community. Thus they also con-
sciously understood their practice as nomadic and their re-
lationship to Hackney Wick as temporarily. 
In the contentious situation of the development of the area 
around Hackney Wick, the curatorial and artistic prac-
tices purposefully used site-writings and shadow plays as 
ways of making temporary alternatives, connections and 
critical space directly on the site. 
BETWEEN SITE AND DISCOURSE 
In this case, the theoretical lens captured the way in which 
artistic spatial practice can be understood as a dialogue of 
the site and how it interacts, conflicts with and is some-
times displaced in dialogue with the discourse of urban 
transformation, by highlighting a crucial current issue for 
this neighbourhood: the Olympic Legacy and its influ-
ence. Even though artwork is an important player in the 
success of the development of the neighbourhood, and this 
was reflected in the discourse by inviting local artists and 
architects to evolve the strategy, there is still an issue of 
how the legacy will affect the area in the future. 
In this case, the focus was on the relationship between site 
and discourse in the theoretical model and the site-writ-
ing that developed when practices in the neighbourhood 
addressed the relationship of the planning discourse and 
the legacy of the Olympics through their practices very 
site-specifically. 
As we learned while researching the relationship between 
site and discourse in Hackney Wick, Lefebvre’s con-
cepts become particularly helpful. The spatial practice in 
Hackney Wick in early 2013 was greatly affected by the 
spatial aftermath of the Olympics. The Olympic Stadium 
was rising up next to the neighbourhood but the two were 
separated by a barbed-wire fence. Furthermore, roads and 
bridges were also blocked by the fence. It was a site whose 
history and physical condition marked both the post-event 
atmosphere and also the anticipation of the fenced plan-
ning process. 
The planning discourse, as described above, framed a 
cultural urban planning strategy derived from the 2012 
Olympics, and gave rise to several artistic reactions and 
processes in Hackney Wick. These actions were carried 
out both autonomously and in collaboration with the 
LLDC or with the support of the LLDC. 
The slogan and poster ‘Making it Happen’ and its situated-
ness on the fence clearly marked the limitations of the lo-
cal community’s involvement in the making of the city: it 
was not possible to influence the overall master-planning 
and the mega-event-led development, despite involving 
and engaging initiatives such as Home Grown and The 
White Building, 
There was a complex displacement of the artistic agency into 
the planning discourse, but muf argues they have a greater 
ability to influence discourse from within (muf 2014). This 
is in line with Mouffe’s conception of critique as a hegem-
onic engagement with the ruling discourse in order to con-
tribute to its reconfiguration (Mouffe 2013, p. 72).
Site-writing emerged here as a practice located in the 
works of Hilary Powell, Studio Superniche and Public 
Works, which operated critically and site-specifically by 
addressing planning challenges and advantages, and was 
a methodology employed by the artists in this particular 
area to process the Olympic Legacy as different forms of 
site-specific practices, as well as to aid archival work and 
research and create new spaces of representation for the lo-
cal community. 
A common characteristic of these practices was their use 
of research into the valuable resources emerging as an 
effect of the development of the area. Instead of staging 
their artistic practices as agnostics, they researched the 
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opportunities for the community, whether in the form of 
physical goods such as reclaimed materials or through per-
formative gestures addressing the situation. Public Works 
was especially aware at the same time that their situation 
in the area might be time-limited since the development 
was gentrifying the area. They described their practice as 
nomadic and adaptable to other contexts. Instead of react-
ing territorially towards the neighbourhood, this group 
of practitioners did not seem to have a strong feeling of 
attachment to the particular site and place, but instead 
demonstrated an ability to participate in a more floating 
community. Despite operating site-specifically, their en-
gagement in Hackney Wick was time-limited. 
Moreover, site-writing was in all three examples a way 
of dealing spatially with the legacy of the Olympics and 
of becoming emancipated through such critical dealing 
and practices—or, in de Certeau’s terms, enabling tac-
tics, which for Lefebvre means acting as representational 
spaces. The concept of site-writing therefore emerged as an 
enabling and empowering practice. 
Thus all three artworks within this case operated site-
specifically, and both Studio Superniche and Public 
Works were concerned with involving and empowering 
the local community through their temporary projects. 
Most likely, as the interview above reflects, a space and 
programme such as The White Building will be closed 
down when the lease period runs out. Many other sites 
in Hackney Wick are, like the White Building, owned by 
private developers who decide the level of rent and who 
may sell the space to in the long run. 
In relating these positions to the theoretical model it is 
possible to locate these particular artworks as site-writing 
and as a new relation in-between site and discourse. 
Although the way in which muf developed their curato-
rial model differed from the counter-curatorial discourse 
of raumlabor and HAU, it can still be compared to the 
strategic engagement of the development of Tempelhofer 
Freiheit with which raumlabor was involved in the first 
phase of the urban development when they framed Die 
Prozessuelle Stadtentwicklung and the pioneer fields of 
Tempelhofer Freiheit. In their strategy they also focused 
on keeping space impromptu for unexpected initiatives 
to blossom, in line with raumlabor’s vision for the pio-
neer fields. 
Looking at Home Grown and its merits as a critical cura-
torial model, muf is more focused on the commissioning 
of artistic processes than raumlaborberlin. Rather than 
focusing on a process-based method of development to 
embrace a broad public arts concept, they propose a cura-
torial model that can operate as an agency for the creative 
community from within the planning discourse and, for a 
temporary period at least, operate as a framework for dif-
ferent rationales on the site to coexist. The explicit focus 
on the ‘home grown’ aspect establishes a site-specific pro-
duction that relates very directly to the site and situation of 
Hackney Wick in 2013. 
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ADDING A RESEARCH LAYER - PRACTISING 
CRITICAL CURATORIAL PRACTICE AS RESEARCH
In this chapter the research will be relocated to Roskilde 
Festival and will be expanded with a practice-led research 
aspect. The findings from Tempelhofer Freiheit and 
Hackney Wick will be summed up as iterations. The cu-
ratorial laboratory will be introduced as a framework for 
the combined theoretical and action-based methodology 
of structuring and designing a critical curatorial model 
for this case, and Roskilde Festival will be presented as a 
combined extreme and paradigmatic case example with 
a focus on the relationship between the Roskilde Festival 
discourse and the artwork curated for Roskilde Festival: 
two projects called ‘Church of Beer’ by Maximum Service 
and ‘The Velvet State’ by Collective Unconsciousness, 
Fiction Pimp and SJH Works, curated through the model 
of critical curatorial practice. More specifically, this case 
study should show how site-writing developed as a criti-
cal curatorial practice at Roskilde Festival between dis-
course and artwork, and this will also be related to the 
perspective on how Roskilde Festival as a cultural event 
operates as a catalyst for urban development in the city 
of Roskilde. 
ITERATIONS BETWEEN HACKNEY WICK AND ROSKILDE 
FESTIVAL
The two first cases, in Tempelhofer Freiheit and in Hackney 
Wick, made it possible to study how critical curatorial 
practice in urban contexts of transformation operated as 
a counter-discourse to existing planning discourses, in the 
same way that raumlabor and HAU conducted their prac-
tice in Berlin. 
In Hackney Wick, muf was commissioned by the LLDC, 
the planning organ in the area, to design a curatorial mod-
el, and thereby operated by engaging their practice with 
the planning discourse. They practised a critical agency 
for the community and the artists by engaging in the de-
velopment process. Here the curated artists employed the 
method of site-writing, a practice-led methodology of cri-
tiquing site-specifically and site-researching. Moreover, 
site-writing seemed to be particularly germane when deal-
ing with displaced spatial processes of discursive struggles 
in urban contexts.
Critical practice as a curatorial model through these 
two cases reflected a discursive response to the partic-
ular sites it operated in, either as a conceptual counter 
reaction, as raumlabor and HAU did in Berlin, or as a 
frame-setting curatorial strategy that aimed at steering 
the planning rationale, as in Hackney Wick. The art-
work Institut für Imaginäre Insel, as we have seen, was 
less directly engaged in the specific site-situation than 
the analysed works of ‘The Games’, ‘Blue Fence’ and the 
different projects of Public Works. Muf ’s frame-setting 
curatorial strategy showed, through its works, an ability 
also to steer the curated work to operate site-specifically. 
In this way the researched cases showed both strengths 
and weaknesses in the two versions of the critical curato-
rial model. These strengths included its ability to reflect 
and establish critical dialogue both in the local commu-
nity and in the artistic discourses on particular situations 
through temporary spatial interventions. The detected 
weaknesses included the way Die Grosse Weltaustellung 
showed work that was not related to the context and 
involved participators in Die Institut für Imaginäre Insel 
without giving them the opportunity to respond to or 
influence the overall agenda. Even though muf ’s cura-
torial strategy seemed to ‘work’ and allow critical prac-
tices to unfold, there was still an overall question of the 
timeframe that emerged. The critical curatorial model 
may have tailored an involving and reflecting strategy for 
Hackney Wick, but for how long? As Lang expressed in 
an interview, there was awareness amongst practitioners 
about the forthcoming gentrification of the site and that 
they as artists, critical or not, were propelling this devel-
opment and in the long run not would be able to afford to 
stay in the area (Lang 2013).
The core iterations drawn out from these two cases in rela-
tion to the theoretical research model were as follows: 
•	 Site-specificity and site-orientedness 
In relation to the concept of site, the curatorial 
practice and artwork in Tempelhof was more site-
oriented as a catalyst for site-specific issues, but with 
a concept that could have been employed in other 
urban settings with related issues. In Hackney Wick, 
in contrast, the curatorial strategy was focused on 
embedded qualities and the artwork focused on the 
site-specific agendas of the area.
•	 Site-writing and shadow play  
The temporary critical curatorial practices in 
the cases operated in Tempelhof with the aim of 
influencing the ruling power rationale and the 
planning discourse by displaying a temporary 
alternative of critical reflection through arts on the 
site—an approach that can be understood as striving 
for change by showing ephemeral alternatives, 
called shadow play. In Hackney Wick this approach 
was also seen, but here the artworks operated with 
129roskilde festival 
an embedded concern for the site and unfolded as 
practice-led criticism, which can be understood as 
site-writing. 
•	 Humour and charisma 
The curatorial practice, particularly in Tempelhof, 
and the artistic practices in both cases, employed 
humour and charisma as important parts of their 
critical spatial practices. Humour and charisma 
provided important disarming, alluring, playful and 
informal qualities, while operating in contentious 
settings of urban planning. 
 
This inspired us to combine the theoretical research model 
with site-writing as a practice-led curatorial method situat-
ing curating as a curatorial laboratory for the two following 
cases of this research. The aim for the following two cases 
was to explore the cases further by adding a practice-led as-
pect, and thereby to investigate the merits of the theoretical 
research model for critical curatorial practice further and 
more explicitly. Specifically, the aim was to strive to let the 
methodology of site-writing operate as the critical curato-
rial practice methodology in the two following cases. 
A framework for the combined methodology was estab-
lished as a curatorial laboratory in which the parameters 
from the theoretical research could be laid out and pre-
pared before unfolding the practice-led research. 
THE CURATORIAL LABORATORY
According to Karvonen and Van Heur, the platform of the 
laboratory makes possible the strategic ordering and regu-
lation of uncontrollable fields of condition. They identify 
three concepts for operations in the urban laboratory: situ-
atedness, change-orientation and contingency (Karvonen 
and Van Heur 2013). These three concepts have been 
brought into the curatorial laboratory through the con-
cept of site-writing. Site-writing allows reflection on itera-
tive relocation in-between cases as a contingency where 
unexpected notions can be captured. This situatedness is 
understood as the site-related aspect of site-writing, and 
curatorial practice as the change-oriented practice that al-
lows the practice-led aspect of site-writing to develop in 
terms of establishing what Rendell describes as a critical 
spatial format or ‘an architecture of art criticism’ (Rendell 
2010, p. 20). In this wayw the laboratory frames a related 
process for theory and practice. The theoretical research 
model informed the site-writing process in the laboratory, 
and together they progressed as curating in the form of 
site-writing at Roskilde Festival and Bryghusgrunden.
ARTWORK
DISCOURSE SITE
SITE-WRITING
Research Process in the Curatorial Laboratory
The model illustrates the curatorial laboratory and the re-
lationship between the theoretical research model and site-
writing. This is an iterative model based on a mutual process 
of generating information, in which the theoretical research 
model informs site-writing theoretically while site-writing 
feeds information back into the theoretical model. 
BETWEEN ARTWORK AND DISCOURSE AT ROSKILDE 
FESTIVAL
As elaborated in chapter four, the discourse established by 
Roskilde Festival is focused on enabling an ideological set 
of core values aimed at promoting the festival’s vision of 
being a non-profit, boundary-pushing cultural event. This 
is an ideological discourse and strategy that establishes a 
framework for the curatorial discourse and methodology. 
The festival’s vision is unique amongst similar events of 
this kind, since it is critical and ideological in a way not 
typically seen in a festival landscape. 
As described in chapter two, Roskilde Festival is a bound-
ary-pushing cultural event whose core values are framed 
as aiming to challenge and express ideas about social and 
environmental issues. Additionally, Roskilde Festival is 
based on engagement on the part of volunteers, and a focus 
on audience, quality, creativity and safety. All profits from 
the Roskilde Festival are dedicated to humanitarian and 
cultural work (Roskilde Festival n.d.). These principles are 
also framed in the festival’s strategic vision, which reflects 
its core values in the curated arts programme: 
The music and arts programme at Roskilde Festival aims to 
develop international excellence, which propels the strategy 
for Roskilde Festival aiming to develop open, playful and 
socially engaged people by involving them actively in the 
social and cultural educated communities created at Roskilde 
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Festival in the interplay between music, other art forms and 
play. Since Roskilde Festival is a particular site with the 
intense atmosphere of an annual eight-day event and a very 
curious, interactive and playful audience, this encourage to 
design a programme with an interactive, participatory and 
cultural educating content that aims to encompass the overall 
aim of the strategy.  
(Roskilde Festival 2012b)
In this way the core values and strategy encompass a par-
ticular discourse that focuses on the music and arts pro-
gramme and reflects critically on social and environmental 
issues through the arts programme and through the profit 
annually raised by the festival. This agenda builds on a leg-
acy from the time when the festival started in 1971, when 
festival culture emerged as an emancipating music culture 
that reflected an anti-authoritarian agenda in the aftermath 
of the youth revolt and the rise of the women’s liberation 
movement at the end of the 1960s (see chapter four). 
By visiting the Roskilde Festival, archive, images, films, 
texts and research emerged and can be understood as repre-
sentations of the festival as discussed in chapter four: an in-
stant city, an emancipatory place, a grotesque and designed 
place. The text and images allowed us to experience the spa-
tiality of the festival, despite having certain landmarks and 
fixed points that are rebuilt the design of the festival changes 
from year to year. As explained in chapter four, this estab-
lishes a vibrant site-concept which on the one hand can be 
redesigned and reconceptualised from year to year, and on 
the other hand can be understood as an imaginarium in the 
minds and expectations of the audience. 
Furthermore, by being a parallel and isolated one-week 
spectacle with a critical agenda, Roskilde Festival can also 
be understood as a magnified form of shadow play that does 
not intervene in the particular context in which it operates, 
but which instead informs and challenges its audience and 
works as a form of shadow play, a grotesque alternative to 
daily life with an ephemeral emancipatory capability. 
CHOICE OF CASE
Roskilde Festival was chosen as a case on account of its hav-
ing—in Flyvbjerg’s terminology—both an extreme and a 
paradigmatic character. As an annual event with 135,000 
participants it is Denmark’s ‘fourth’ largest city during the 
period it lasts. However, Roskilde Festival in itself is not an 
urban planning context as such but it is articulated as ‘urban 
laboratory’ and a ‘temporary city’ in itself. The conception 
of Roskilde Festival as an ‘urban laboratory’ in which the 
theoretical model and curatorial experiments are used here 
on equal terms as in the other three cases makes it an ex-
treme case in a designed festival city that only lasts for eight 
days. On the other hand, it is an annual mega-event with an 
influence on the urban context of the city of Roskilde, cre-
ating cultural tourism, workplaces and a creative environ-
ment in the city. Thus Roskilde Festival as a case has two 
main aspects that are relevant for this research: firstly, the 
aspect of the festival as an experiential temporary city in 
which a critical curatorial model is practised—here with 
an enlightening and empowering rationale combined with 
an experiential rationale; secondly, the focus on the expe-
rience economy and this economic rationale represented 
by the city of Roskilde. Thus the main focus here will be 
on researching the merits of the critical curatorial model at 
Roskilde Festival, though the relation to Roskilde city and 
the paradigmatic aspect will also be included. 
The artworks chosen in this case were two spatial, per-
formative and participatory projects: The Church of Beer 
by Maximum Service, and The Velvet State by Collective 
Unconsciousness, Fiction Pimps and SJH Works. Both 
projects aimed to establish a critical spatial practice in 
which participants not only engage on the site but should 
also feel empowered by a process of aesthetic realisation. 
The disposition of this case is as follows: 
•	 Rationales at Roskilde Festival
•	 Site-Writing: preparations and disposition for the 
practice-led research
•	 Discourse: the discourse of Roskilde Festival
•	 Artwork: The Church of Beer and Velvet State as 
catalysts for a festival strategy 
•	 Participants and agencies 
•	 Summing up: Between artwork and discourse
RATIONALES AT AND BEYOND ROSKILDE FESTIVAL
In Skot-Hansen’s model of the four rationales, she de-
scribes how these can operate as collaborative interfaces 
(Skot-Hansen 2005, p.35). In the two different aspects de-
scribed above, Roskilde Festival spread out over all four ra-
tionales of enlightenment, empowerment, entertainment 
and economy. 
The enlightening rationale at Roskilde Festival reflects the 
artistic programme and the core aim and strategy for the 
festival as a mission of cultural enlightenment of the audi-
ence. The empowering rationale is also anchored through 
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be employed (Bakhtin 1965, Bishop 2004, Doherty 
2011). The curatorial approach therefore aimed to em-
ploy artworks that were particularly focused on research-
ing critical spatial practices by employing humour and 
charisma as disarming and alluring elements as an ap-
proach to allow critical agendas to temporarily emerge. 
Furthermore, the studies in Tempelhof and Hackney 
Wick elucidated the way in which artworks operated in 
participatory ways with their audiences, even though the 
practice was not bound to a real community at a partic-
ular site (Jacob 1995, Lacy 1995, Nielsen 2013). It was 
relevant to research the participatory formation of the 
artworks, and what kinds of agency the participatory 
aspects of the works constructed, and thereby also the 
construction of Roskilde Festival’s discourse. These re-
positions should also allow this research to study more 
nuances of the concept of shadow play.
The prepositions concerned with the artwork led to two 
curated artworks for Roskilde Festival: 
 
•	 The Church of Beer, by Maximum Service, an 
architectural performance employing spatiality, 
performativity and participation within a building 
and designing experience together with audiences at 
Roskilde Festival in their grotesque total theatre.
•	 The Velvet State, by the performance groups 
Collective Unconsciousness and Fiction Pimps and 
the architect Simon Hjermind Jensen, an immersive 
performance universe that established yet another 
parallel world in the Roskilde Festival universe. 
Both projects were participatory spatial installations that 
operated as performances, but their artistic strategies 
were different: where Maximum Service wanted to em-
ploy grotesque realism to engage the audience, The Velvet 
State operated through an embodied and poetic seduc-
tion of its spectators. 
The preparation of the artwork and the dialogue between 
the artists and the curator focused on: representation, pro-
duction, encounter, intervention, the social and time, and 
which is also unfolded in the methodological chapter
REPRESENTATION 
The representation of the curatorial practice focused on 
the physical appearance and the representation in the pro-
gramme and press material of the artworks The Church of 
Beer and The Velvet State. 
the strategy and core aim of the festival. The entertainment 
rationale, meanwhile, follows the nature of the temporary 
festival as a free space for fun, leisure and consumption. 
These three rationales coexist at the Roskilde Festival. If 
we also look at Roskilde Festival as an event in the urban 
context of Roskilde city, there is also an economic ration-
ale connected to this case, besides the obvious aim of run-
ning an event without deficit. Roskilde Festival’s relation-
ship to Roskilde city becomes particularly significant in 
the economic rationale. Events, festivals and cultural flag-
ship projects can be understood as economic catalysts for 
local urban development. This is also the case for Roskilde 
Festival. The festival generates economic revenue for the 
leisure industry in the eight days when the festival is on, 
creating jobs in the long run and has also been the catalyst 
for an urban development project on a former concrete fac-
tory site called Musicon that is closely situated to the festi-
val site. This is an area that has developed rapidly over the 
last ten years (Musicon, n.d.) 
PREPARATIONS FOR THE PRACTICE-LED RESEARCH 
(SITE-WRITING): BETWEEN ARTISTS AND CURATOR 
Once the preparations for the practice-led research had 
begun in the laboratory by researching the iterations from 
the two previous cases, Roskilde Festival and the ration-
ales behind it, the next step was to activate the theoretical 
research model together with these aspects and to specify 
the critical curatorial model with which to target the par-
ticular focus in this case, i.e., the relationship between art-
work and discourse. 
The curatorial focus, through site-writing, was on how 
shadow play could include—or ‘design’, in Stender’s terms 
(see chapter four)—a spatial site-concept at Roskilde 
Festival. Since site-writing as curating was set up to re-
search how the ideological vision of Roskilde Festival de-
veloped spatially, a vision which focuses on challenging, 
playful, collective and cultural boundary-pushing aims, 
this would be the focus of the curatorial practice as site-
writing. By elaborating on the experiences from the criti-
cal spatial practices in Tempelhofer Freiheit and Hackney 
Wick, it was interesting to employ critical spatial practices 
that were able to encounter and ‘disarm’ the audience so 
as to establish a challenging and playful repositioning 
through aesthetic realisation. 
These notions were applied to the theoretical category of 
the artwork. It followed that humour, charisma, provoca-
tion, spatial relocation and embodied experiences should 
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The artist and curator agreed that The Church of Beer 
would be made with the goal of reusing excess materials 
from the festival: beer cans with which to build a church as 
a collaborative event. This would be an event in the nexus 
of a recycling agenda, and a grotesque idea of a church col-
laboratively built of beer cans that could evoke curiosity. 
This representation would be communicated in the festi-
val programme, press release, press-kit and website, as well 
as on a sign on the church. 
The Velvet State would be represented differently, as a mys-
terious parallel universe to the festival on the site. This rep-
resentation would be elaborated in the programme, press 
release, press kit and website. However, it would be rep-
resented with suspense to trigger the audience’s curiosity, 
and there was therefore no sign communicating the con-
cept outside the installation. The aim was to incorporate 
the discursive core aim of Roskilde Festival into a spati-
ality of the artwork and thereby establish a spatial repre-
sentation of the critical vision. The representations above 
should function as manifestations of these written values. 
PRODUCTION 
As O’Neill and Doherty argue, curating for site-specific 
places and spaces requires a curator who is in negotia-
tion between artist and place (O’Neill and Doherty 2011, 
p. 3). This description represents the layers of production 
emphasised in this curatorial practice. The production 
process of building on an open field enabled the festival 
directory to start very freely designing the modes of pro-
duction; however, it also acquired an extensive production 
mode since there were no existing venues or locations with 
which to operate from the outset and all the components of 
the installation thus had to be produced on the bare field. 
In the production of The Church of Beer, its location on the 
campsite and on an arterial road was the starting point 
for the formation of the project. Set in a location with a 
constant flow of people, it was designed for the perform-
ers to encounter and become involved with the project. 
Furthermore, artists and curators agreed that the col-
laborative process with the festival guests was the most 
important aspect of the event, hence the production was 
focused on discussing what framework was needed to fa-
cilitate and support the performative engagement process. 
Church services led by the performers would be direct en-
counters, while the design and building process was led by 
the architects. 
In the production of the performance process, matters 
such as costumes, music and a timetable for the particular 
services were discussed in terms of how they could sup-
port the grotesque vision for the project. The design and 
building production focused on how to start a participa-
tory building process of a church made of reused beer 
cans. An empty frame or scaffolding might not show the 
potential of the process or the material. The curator and 
the architects ultimately decided on a designed scaffolding 
structure on which the decoration and design process had 
already been started so as to encourage the festival guests 
to participate in the event. 
The Velvet State, by contrast, was conceived as having 
a sculptural character in itself, and was placed at a high 
point in the centre of the festival site. Here, considera-
tions focused on how to render an installation that would 
allure festival guests through its form to explore the uni-
verse inside the installation. This entailed an extensive 
Sketch of Velvet State by SJH Works
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Sketch for Church of Beer by Maximum Service 2013
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CHURCH OF BEER
integrating the umschichten method (explain) 
with the performance/ choreography approach 
of jeremy wade, the church of beer will consitute 
itself in a complete experience between partici-
pative performance architecture and maximum 
service. 
from sunday on everybody is invited to partici-
pate in the construction of a massive building. 
come and donate your empty beer cans (de-
posits will be given for a good cause after the 
fesitval) and watch the curch of beer grow big-
ger everyday in dream city. collective building 
action - supperted by jeremy - will take place 
from sunday until wednesday when the building 
is finished in a big inception party. 
after this day the church can still grow and be-
come bigger and beerer - it will be a shiny land-
mark, visible from the whole festival site (mor-
ning sun und die ganze romanze?). 
now its time to join jeremy wade for maximum 
service: anything from fantastic church proces-
sions(?) to naked cuddle piles and drag yoga in 
the morning is possible. and this is only a small 
selection of the programm. check out the mes-
sage board at the construction site for further 
info. whatever it is you will be taking part in, you 
can be sure that it will be an experience to re-
member. jeremy wade and studio umschichten 
are looking forward to seeing you at the church 
of beer.
MATERIAL 
- already build up scafolding structure
  covered with black mesh
- 10.000 beer-cans (as kick-off)
- fences
- fabric
- 30 timber battens (4m)
   
CONNECTIONS 
- tons of schnüre
- wire
- cable straps
- black fabric tape
   
TOOLS 
- cordless screwdriver
- screws
- knifes
- scissors
- tin snips
- work bench / tables
SITEPLAN
FLOORPLAN
SECTION
the church of beer is placed at the 
crossroad of the two main axes, 
near the little lake. With positio-
ning it there we‘d like to use the 
church in its traditional way of a 
center in the city, a meeting point 
and a landmark for orientation.
studio umschichten   30 / 4 / 2013
supported by Jeremy Wade
jeremy will perform with people while they produce 
the can-surface-modules
the church of beer
„maximum service“-perfromances by Jeremy Wade;
ongoing fill-up-building process with festival people
the umschichten crew will test first construc-
tion-details for the forthcoming building per-
formance with dream city inhabitants
PROCESS
GENERAL NEEDS
s t i l l    f
 i g u r i n 
g    o u t
iDEA
27 JUNE
ARRIVAL
8 JULY
DEPARTURE
28 - 30 JUNE
INTERNAL
FIRST TESTS
1 - 3 JULY
PUBLIC 
BUILDING PERFORMANCE 3 JULY
GRAND 
OPENING
4 - 7 JULY
PUBLIC 
MAXIMUM SERVICE
FIRST CONCEPT OF A BUILDING PERFORMANCE PROJECT
IN DREAM CITY AT ROSKILDE FESTIVAL 2013
IN COOPERATION WITH
JEREMY WADE
STUDIO
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and thorough building plan for the comprehensive instal-
lation, involving engineers, a construction team, light-de-
signers and scenographers. Furthermore, there would be a 
full programme with approximately thirty performers in 
the installation to establish intimate ties with the guests 
and to perform concerts. In this programme there was also 
a focus on costumes, music and sound to allure and estab-
lish a festive atmosphere. In addition there was a focus on 
timetables. The festival site had a different feel depending 
on the time of day. The atmosphere was expected to be slow 
in the morning and to accelerate into a more and more fes-
tive mood throughout the day. In the evenings most of the 
audiences could be expected to be partying and not very 
focused on involvement in projects. 
ENCOUNTER 
A crucial component of both projects was that of their en-
counter with the audience. They aimed to elaborate on the 
experiences of Tempelhofer Freiheit and Hackney Wick, 
where aspects of humour and charismatic agency in the 
artwork operated as inviting, friendly encounters that 
were disarming in the critical dialogue.
This was a strategy that The Church of Beer would employ 
by having performers act as church ladies / priestesses 
who encountered the audience directly and invited them 
to participate in the formation of the church and the cer-
emonies. However, instead of being only friendly, charis-
matic and disarming, the choice was for the performers to 
employ more grotesque expressions and attitudes that re-
sponded to the intense festival context and would hopeful-
ly establish a carnivalesque spatiality resembling an aspect 
of freedom by unfolding what Bakhtin termed a grotesque 
realism (Bakhtin 1965). 
As described above, they focused on how they could in-
vite guests to be collaborators and co-developers of the 
project, and this was on a level that corresponded with 
the second circle from the core in Lacy’s audience dia-
gram, since the work strived for a high degree of involve-
ment (Lacy 1995, p. 178). 
The Velvet State employed a different strategy in encoun-
tering the festival guests. Instead of being grotesque and 
approachable, it would encounter its audience by being 
mysterious and alien. The architecture would be differ-
ent from the typical ‘festival architecture’ of scaffolding, 
plywood and pallets, and would attract guests by virtue of 
its distinct and aesthetic character. The guests would also 
be important to this artwork as volunteers and performers 
who, together with the performers of the installation, were 
invited to immerse themselves in this universe. This status 
of the audience corresponds with the third circle in Lacy’s 
audience, i.e., a lower degree of involvement in which the 
festival guests were involved not in the process of the work 
but as performers and volunteers in The Velvet State who 
would be invited to obtain aesthetic and poetic realisation 
through participation. 
SOCIAL
As explained in chapter four, the curatorial model at Roskilde 
Festival involves a social aspect. The audience interacts with 
the artworks, and due to the intense and dense atmosphere 
of the festival, artworks meet a high level of interaction. As 
Sandbye puts it, ‘you should be able to climb on it’ (Sandbye 
2011). Both artworks should therefore have approached so-
cial encounters as an important part of the work, laying out 
a range of strategies for interaction and participation.
The activities and actual formation of The Church of Beer took 
place around different kinds of social activities of designing, 
building, dancing, drifting, cuddling and snuggling. 
The Velvet State was also based on a relational interaction 
between audiences and performers. Here the embodied 
and intimate relations to one another and to the fictional 
universe of The Velvet State came into focus. 
INTERVENTION 
Neither The Church of Beer nor The Velvet State (both of 
which were situated on the same site throughout the four 
days) intervened in Roskilde Festival in the way that art-
works intervene in urban contexts, and thus the concept 
of interventions as part of the curatorial model here is 
slightly displaced. Chapter two explains that the concept 
of Roskilde Festival contains within it something eman-
cipating and something that festival guests might ‘bring 
home’ (Bilde 2014). Therefore it is Roskilde Festival in this 
case, which in itself is an exception to daily life, that can 
be understood as an intervention. The concept of Roskilde 
Festival was presented and discussed thoroughly with the 
artist groups, and the artists elaborated on how the work 
they developed could influence the festival guests beyond 
the festival through a concept of magnified shadow play. 
TIME
The concept of time is also somewhat displaced as com-
pared to how it can be understood in the urban context 
where temporal art projects intervene and comment on 
urban life and suggest alternatives—or, as Doherty puts it, 
‘takes up public time’ (2013). In an interventionist context, 
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fluctuating time covers practices in urban space. However, 
Roskilde Festival only lasts for a very limited period, and 
the ephemeral structure regarding the intervention, as 
described above, offers a limited time period to stage and 
process critical and provocative agendas. In this context, it 
is not about taking public time: this is an event for which 
the festival guests have paid or volunteered to participate 
in; therefore, time here is more a question of tailoring what 
should be staged and taken back home to everyday life as 
remembrance, realisation or inspiration. 
The section above has discussed the curatorial model for 
the site-writing, providing an insight into the parts of the 
research practices in the curatorial laboratory and how 
they developed. Site-writing employed as a curatorial re-
search practice enables a relationship between artwork 
and discourse to develop and to be analysed through the 
theoretical research model in the following sections. 
THE DISCOURSE OF ROSKILDE FESTIVAL 
Jensen’s approach towards the establishment of discours-
es is developed for the urban context, but it can also be 
used to explain how the overall discourse of compound 
rationales for Roskilde Festival operates.
In The City, The Power and The Network, Jensen shows how 
political discourses can manifest themselves through 
representational spatial interventions in urban space. 
These spatial interventions allow imagined narratives 
to manifest and consolidate the discourse, and allow an 
even further consolidation through the representation of 
language and images (Jensen 2004, p. 53). Even though 
the aims and the visions of the festival are explicit and de-
velop over the course of the year, the spatial representa-
tion of the festival and the objective of curatorial practice 
allow the discourse to be consolidated through the curat-
ed arts programme, among other things. The spatial man-
ifestation expands the notions of the discourse with new 
narratives, images and language that allow the discourse 
to be maintained and developed. Jensen’s understanding 
of the representational and spatial logic, together with 
the formation of discourses, provides a perspective that 
illuminates how the discourse at Roskilde Festival oper-
ates. As an event and as a designed site (see chapter four), 
it operates homogeneously compared to urban contexts, 
and can therefore be understood as slightly more descrip-
tive in the design process than the urban context, being 
able to orchestrate the spatial representation on the site 
to animate the discourse. 
This is one way in which the Roskilde Festival case differs 
from the urban cases where the ruling power discourse 
was set by the aims of urban policy and planning. In the 
festival city the discourse is modulated by the directory 
of the festival and focused on ideological aims and the 
festival experience (as described in chapter four). 
ARTWORK AT ROSKILDE FESTIVAL: ‘THE CHURCH OF 
BEER’ AND ‘THE VELVET STATE’ AS CATALYSTS FOR 
A FESTIVAL STRATEGY
The campsite of Roskilde Festival is divided into fourteen 
individual campsites with space for 4,000–7,000 festival 
guests at each site. The majority of the sites have a thematic 
framework and one of these places is Dream City, where 
The Church of Beer took place. 
THE CHURCH OF BEER 
The Church of Beer took place at Roskilde Festival’s camp-
site in the ‘Dream City’ area, located on the field outside 
the inner area of the festival. In the festival week, approx-
imately 3,000 attendees were living in this area of the fes-
tival site. The area was an open field covered with grass. 
In the southeast corner there was a small lake, and next 
to the lake there was a large dome construction serving 
as the area’s cultural headquarters. The area was placed 
close to one of the stage areas, the Apollo stage, which 
brought a flow of people through the main road going 
northwest. 
The identity of Dream City was chosen by the festival as 
a framework for a particular participatory area where the 
audience could submit ideas for different collective camps 
that offered activities for everybody in the area. Many dif-
ferent projects were submitted and formed the identity of 
the ‘city’. The participants were invited to start occupying 
the area and were allowed to set up their camps up to 100 
days before the festival started. The invitation to partici-
pate could be found on Roskilde Festival’s website:
Dream City is about co-creation, collaboration, sustainability 
– and great ideas. This is the place for those Roskilde 
participants who want to upgrade their festival by creating 
unique surroundings. It is for those who want to do something 
special with their camp, build something extraordinary, and 
create something that elevates the experience for themselves 
and their fellow festival goers  
(Roskilde Festival 2013). 
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Dream City was thus a particular site that encouraged the 
audience, to an even higher extent than other identity ar-
eas at the festival, to participate and to shape the festival 
city of their dreams. There was an overall focus on devel-
oping the site as a practised, social and relational place.
On the campsite in the area called Dream City were two 
energetic, loud-speaking church ladies with gold and sil-
ver paint on their faces and dressed up in neon-coloured, 
multi-layered costumes made of recycled material, belts of 
sponges and big feather hats. 
‘Honey, come over here!’ the small church ladies waved 
to a big guy with tattoos crossing the festival site with his 
friends. 
‘You know what? I’m a church lady and we’re actually 
building this marvellous church of recycled beer cans. It’s 
a church for everybody, praising love, hugging, building 
and partying – do you want to join us?’ 
The little church lady hugs the festival guest, who lifts her 
up and yells: ‘Hell yes! Let’s join your party.’ 
The guy and his friends were sitting around the table and 
started creating and forming modules of empty beer cans 
together with other festival guests. 
The vision behind The Church of Beer was to create art col-
lectively with materials that would not in other circum-
stances be perceived as valuable building or decorative ma-
terials. The chosen material was empty beer cans, objects 
that could be found in great number at Roskilde Festival. 
The project was created collaboratively with the festi-
val audience and facilitated by the two church ladies and 
performance artists Jeremy Wade and Miguel Gutierrez, 
who invited the audience to join the design process and 
to embody performative and collective events (Roskilde 
Festival 2013). The audience could choose to donate their 
empty beer cans to the formation of The Church of Beer 
and participate in the decoration of the church and in the 
services. When the project had finished, the fund from the 
empty beer cans would be donated to the Unicorn Camp 
in Roskilde Festival, which was built and facilitated by the 
Danish LGBT Association. 
‘I CAN DO EVERYTHING OUT OF NOTHING’
The architectural structure of The Church of Beer started 
out as a bare cruciform scaffolding structure formed with 
a nave and a four-meter-high tower. In the nave there was 
a noticeboard with information about the project, services 
and opening hours, a DJ station, a costume station and a 
station for empty beer cans and materials with which to 
link the empty cans in ornamental figures. 
Next to the nave were tables and benches where the visi-
tors could sit and work on their decorations for the church. 
The German architecture group Studio Umschichten 
assisted the visitors with their designs and helped with 
the materials and the mounting of the work. Studio 
Umschichten was, in this project, part of the Maximum 
Service collective, and had contributed with the design 
of the basic structure of the church and the idea of the 
re-use of the beer cans. Lukasz Lendzinski discussed the 
choice of the material: 
There is a huge amount of waste on the festival site. We want 
to make people more sensitive about the material by touching 
it… It is a haptic experience, and hopefully something about 
this material will stay in their minds. It is about taking and 
giving back materials. As when you borrow things. You have 
to be careful and give it back. Recycling instead of producing. 
On an overall meta-level it is about making people think “I 
can do everything out of nothing”. Make them believe they 
Church ladies (from left Miguel Gutierrez and Jeremy Wade) + Participants building ornaments. Photo. Tim Kaiser
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can design the world they live in, instead of having them think 
that: “somebody will take care of me”.  
(Lendzinski 2013, Interview, 30 June)
The church visitors sat on the tables and on the grass creat-
ing modules in different forms and patterns. The modules 
were placed on the large cruciform scaffolding structure 
with a high tower. The can-modules were organised and 
placed as ornaments on the structure, and as the days went 
by the glittery cans covered more and more of the struc-
ture, transforming it into a reflecting surface. 
AT YOUR SERVICE
The church ladies running the church were Jeremy Wade 
and Miguel Gutierrez, both from the United States. They 
are performance artists originally educated in dance 
who are focused on body, gender and intimacy in their 
often participatory performance practices. Their attitude 
towards the visitors to The Church of Beer was friendly 
and welcoming in manner, which was almost flirtatious 
way. Although their costumes were colourful and lav-
ish, they did not resemble the classical drag queen look 
of long sequined dresses and high heels. Their costumes 
were made of reused materials such as tent canvas, fabric, 
tape and other found materials which were put together 
in colourful, trendy and androgynous ways that evoked 
references to Klondike circus style, but at the same time 
were very trendy and fashionable. The reused materials 
in the costumes were, like the reused cans, celebrated as 
materials, and their qualities were given enhanced value 
in this new reassembling. 
Wade and Gutierrez were taken with the idea of the church 
service, since they were interested in the concept of being 
in service to someone else and in the concept of a collective 
community around the church. However, they also want-
ed to draw a concept of a very inclusive and diverse church, 
without a god. The Church of Beer was intended to be a new 
kind of church, an alternative church in which everybody 
welcomed every kind of friendly and inclusive expression, 
beyond religion. The festival audience was invited to par-
ticipate in the shaping of the church and its impact. They 
were also invited to participate in different kinds of ser-
vices hosted by the church ladies. These services consisted 
of early collective spiritual morning walks on the festival 
site and deep aerobics that were embodied demonstrations 
performed as aerobic moves while shouting demands such 
as “more love” and “no discrimination”. There were also 
cuddling and snuggling workshops carried out in the form 
of round-circle dancing that evolved in a more and more 
intimate way. 
The church decoration workshop went on the whole day 
(12–8pm), while the deep aerobics and cuddling and 
snuggling were programmed in harmony with the day’s 
Lukasz Lendzinski next to the church structure and beer can station. Photo. Tim Kaiser
Church Ladies in action. Photo: Tim Kaiser
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Church Ladies in action. Photo: Tim Kaiser and Sofie Vindis
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progression for the audience, meaning that the pro-
gramme was timed in harmony with the daily rhythm 
of the audience at the festival site, which was usually to 
get up late after a night of partying and slowly wake up 
during the afternoon, exploring the festival site or doing 
activities in their camps, starting up the next day’s party 
and getting drunk during the evening. The programme in 
The Church of Beer was planned with regard to this har-
mony, and the days ended with the cuddling and snug-
gling workshops, which usually ended in a festive collec-
tive dancing party. 
Performer Jeremy Wade described in an interview how 
they conducted baptisms, weddings and exorcisms on the 
initiative of the audience throughout the four days of the 
project. None of these events were planned, but happened 
as an evolving part of the project. As Wade explained:
 
I’m interested in the politics of the collective ecstasy and 
how it can be an aspect of letting go… The purpose is to 
be together without boundaries. The audience won’t take 
something particular with them, more a fleeting feeling, a 
memory, humorous moments and an energetic experience. 
It’s a mass spectacle and people return.  
(Wade 2013, Interview, 3 July)
In the quote, Wade reflects on the outcome of the project 
for the visitors, i.e. on how it underpinned the collective 
experience, ‘the ecstasy’, and the co-creative place without 
boundaries, and how it intervened at the level of realisa-
tion, which was more a fleeting feeling of an alternative 
than specific tools for how to reuse materials in your daily 
life, and was experienced at a more conscious level. 
Two visitors described their experiences as follows:  
I’m interested in the politics of the collective ecstasy and 
how it can be an aspect of letting go… The purpose is to 
be together without boundaries. The audience won’t take 
something particular with them, more a fleeting feeling, a 
memory, a humorous moments and an energetic experience. 
It’s a mass spectacle and people return. It’s very unique.  
(Wade 2013, Interview, 3 July)
In the quote, Wade reflects on the outcome of the pro-
ject for the visitors: how it underpinned the collective ex-
perience ‘the ecstasy’ and the co-creative place without 
boundaries and how it intervened on the level of realisa-
tion, which was more a fleeting feeling of an alternative 
than specific tools for how to reuse materials in your dai-
ly life, and experienced on a more realised level. 
Two visitors described their experiences as follows: 
I was just married in the name of the beer. We were wandering 
through this desert and then we wandered into this sacred 
place, where we met two priests and decided to get married. It 
was amazing! Something like this only happens at Roskilde 
Festival. We are two pineapples, who became one cocktail.  
(Willer 2013, Interview, 3 July)
I’m fascinated by this place… It’s a norm-breaking place, 
not too smart or ambitious, it’s about having fun and not 
taking yourself too seriously... it’s a breaking contrast to the 
Soundvenue [Danish Music and Fashion Magazine] crowd.  
(Knudsen 2013, Interview, 3 July)
The Church of Beer assembled a performative, architec-
tural and relational project that was a participatory hybrid 
of collective performance and decoration. At first sight 
the project seemed to be concerned with environmen-
tal issues, suggesting how to reuse a very specific surplus 
material from the festival, i.e., beer cans. However, there 
seemed to be more than an environmental alternative go-
ing on in the project: more subversive interests and inten-
tions were addressed both by the visitors and the artists in 
the interviews. 
In his research paper on the democratic public in 2013, 
Artistic Interventionist Forms, Nielsen states that the de-
limitation of artistic participatory inventions is crucial to 
the staging of an aesthetic experiential process (Nielsen 
2013, p. 19). Many interventions interrupt in contexts to 
illuminate paradoxes and unmask through humoristic 
and destabilising interventions, often to question political 
processes and power. She emphasises the fact that before 
an intervention can be understood as an aesthetic inter-
vention it first needs to facilitate an aesthetic experiential 
process, which is not simply an aesthetic communication 
with a preconceived political message but rather stages 
an aesthetic experiential process through which audience 
members become participants and embody conflicts and 
paradoxes that influence their age and situation both cul-
turally and politically. In these scenarios the participants 
are encouraged to reflect on the situation with their senses, 
emotions and intellect (Ibid). 
The quotations given above from the artists Lendzinski 
and Wade illustrate how embodied experience was a 
crucial point in their construction of the participatory 
concept. The project was, at first sight, about the possible 
value of reclaimed materials, the beer cans. However, the 
architect of the installation, Lendzinski, described how 
the intention of the participatory construction of The 
Church of Beer was rather to establish a haptic relationship 
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amongst the participants, the process and the material in 
order to evoke the feeling of being able to create some-
thing out of nothing (Lendzinski 2013, Interview, 30 
June). His concept was connected to Wade’s idea of The 
Church of Beer as a mass spectacle that did not bring a di-
dactic agenda or stage a particular statement but rather, 
as Wade described it, let the audience bring a collective 
fleeting feeling with them—a more abstract, experienced 
concept that allowed an emancipatory understanding of 
the project, which correlates with Nielsen’s premise for 
engagement in the process (Wade 2013, Interview, July 3 
and Nielsen, 2013). 
A COLLECTIVE ECSTASY
Jeremy Wade is interested in the mass movement, or the 
idea of a collective ecstasy. He used the costume and 
role of church lady to catalyse and explore this move-
ment at Roskilde Festival. Marling and Kiib have in 
their research pointed to laughter culture and grotesque 
realism as particular cultures that are well represented 
at Roskilde Festival (Marling and Kiib 2011, p. 284). 
Bakhtin introduces the concept of grotesque realism 
and carnivalesque, which can describe the aesthetics of 
popular laughter culture. Grotesque realism includes 
distortion, exaggeration, humour and extreme composi-
tions. These qualities are used to degrade often spiritual, 
abstract and complex themes, which are deconstructed 
and degraded into grotesque realism. Bakhtin suggests 
that this may allow matters that might be on an abstruse, 
spiritually high level to become easier to communicate 
(Bakhtin 1965, pp. 43–44). 
The idea of making a church out of beer cans hosted by two 
androgynous and trendy male church ladies included an 
aspect of grotesque humour and realism. This concept was 
key for the artist collective. They were interested in more 
spiritual questions, such as the ecstasy of the masses, the 
creation of a collective fleeting memory and the haptic re-
lationship with materials. Bakhtin argues that the carnival 
and its grotesque figures can be understood as a subversive 
emancipation from the ruling system of society, a tem-
porary abolition of hierarchies, relations, privileges and 
norms (Ibid, p. 30). 
Grotesque realism became an opening for the audience in 
The Church of Beer, allowing festival-goers to be curious and 
attracted to the bizarre spectacle and to feel invited in by the 
humorous approach. However, they could leave with a more 
collective realisation of diversity, facilitated by the config-
uration of the project. A visitor explained in an interview 
what he expected the visitors would bring with them: 
They [the visitors] are taking diversity in instead of pushing 
it away. You can feel something differently positive in the 
atmosphere. There is created a space for otherness that you 
dare to take in because you are at Roskilde. This is something 
that challenges our prevalent gender perception.  
(Ask 2013, Interview, 3 July)
The Church of Beer, Evening Celebration July 3rd 2013.  
Photo: Tim Kaiser
The respondents above were either participators in the 
event or artists/architects engaged in the project. All the 
engaged participants that were interviewed responded 
with enthusiasm. Even though The Church of Beer was vis-
ited by many festival guests and for most of its opening 
hours was busy and crowded, there were also many festival 
guests who were not attracted by the event. We also inter-
viewed groups and single persons who were passing by or 
stopping—or being stopped by some of the members of 
the church—but who refused to participate. They told us 
that they were not attracted to the project because it was 
‘too hysterical’, ‘too circus-like’, ‘I have to engage’ (Church 
of Beer Interviews 2013, p.3). Others were intrigued and 
wanted to come back to explore the project but at that 
moment were on their way to other happenings on the 
festival site (Ibid p. 4). The interviews with those who did 
not participate showed that the grotesque, humorous and 
involving approach was not compelling for everybody; it 
also rejected a group who found it too exaggerated in an 
excluding way. 
THE VELVET STATE
Another artwork that combined architecture and perfor-
mance was The Velvet State, a performance installation 
done as a collaboration between architect Simon Hjermind 
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Jensen and the two performance collectives, Fiction Pimps 
and Collective Unconsciousness, which was placed on the 
inner festival-site in the Art Zone.
The Art Zone was situated in the heart of the inner festi-
val area on the animal show scene to the west of the main 
and iconic stage, the Orange Stage, and northeast of the 
Cosmopol Stage. It is an area mostly covered with green 
grass, but with two transverse asphalt roads. To the west 
and the north the area is bounded by a row of trees. The 
area has a slope and is highest in the northern part, where 
The Velvet State was located. The location of the Art Zone 
right next to the Orange Stage, ensured a flow of audiences 
moving to and from concerts crossing the Art Zone. 
Art Zone 2013
The Art Zone is the nexus of the festival, which is dedicated 
to artwork. There is a tradition of placing art projects in dif-
ferent areas of the festival site, located among other kinds of 
activities and facilities but of still retaining one area where 
the audience will find the most comprehensive assembly 
of artwork of that year’s festival. As a result of its location 
on the inner site, the experience does not take place in the 
camping areas, meaning it facilitates a more programmed 
experience in line with the concerts on the stages. 
The Velvet State was designed as response to the idea of a par-
allel universe: a parallel world in which the audience could 
immerse themselves as another designed parallel universe 
in the designed universe of Roskilde Festival. The name of 
the performance installation refers to the softness of velvet 
and the idea of being in a particular state of mind in a certain 
space (Hallberg 2013, Interview, 2 July). The structure con-
sisted of nine mountain-like bulges of different sizes, which 
were wooden on the outside and painted purple, pink and 
white on the inside. The construction itself was inspired by 
the organic formation of wooden skateboard ramps in com-
bination with the work of a tailor. Tailors joins two-dimen-
sional surfaces to three-dimensional objects, while plywood 
has the ability to bend; and in this way the circular expres-
sion from the skateboard ramps made of plywood and the 
stiches and flexible handling method of the tailor came to-
gether in the construction method and expression (Jensen 
2013, Interview, 30 July). 
The structures were placed together in a circle, and the for-
mation was reminiscent of a very small village. The instal-
lation was placed on a mound in the festival landscape. 
The audience could only enter the installation from the east 
where there was an entrance hallway. In the hallway they 
were met by performers dressed in white who led them into 
an atrium formed by the structures of the installation. In the 
atrium, performers dressed in ragged clothing were walking 
around with fleeting movements, interacting with each oth-
er bodily without talking. After a short while on their own in 
the installation, members of the audience were approached 
by one of the performers. One participant related their per-
sonal experience of The Velvet State thus: 
Queue to the entrance to the Velvet State, 2013. Photo: Unni Berggren.
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A man dressed in white looks around and kneels down in 
front of me. ‘Are you ready to enter the place?’ he asks. ‘Yes’, 
I whisper back and he blindfolds me. The performer leads 
me by the fingertips… I’m asked to take a comfortable seat. 
The performer holds my arms and whispers in my ear and 
guides me to breathe all the way down in the heart and leaves 
me. Something tickles me on the neck, and later I hear a little 
snap close to my one ear and shortly after a snap by the other 
ear. After a while my blindfold is removed, and I am sitting 
across from a performer, who explains to me about the nine 
archetypes and draws a dot for each archetype on my inner 
underarm. Hereafter I sit on the grass and wait to be led to 
one of the archetypes.  
(Bonnichsen 2013, personal experience, 5 July)
In The Velvet State, audience members met nine arche-
types: the fetishist, the alchemist, the destroyer, the killer, 
the pink narcissist, the creature, the dictator and the char-
latan. Each archetype had their own universe in the struc-
ture, where they invited in the audience to participate and 
interact in their own staged room in the structure. Each 
room was decorated to represent the universe of the char-
acter. The alchemist was surrounded by herbs and incense, 
the pink narcissist was on a bed not taking notice of any-
one but herself, the killer had an empty room with an ex-
amination couch in the centre, and when you visited the 
fetishist you could not leave her until someone else was 
there to keep her company and interact with her. 
In the middle of The Velvet State there was an open grass 
area on which performers wandered around, danced and 
interacted with the audience. The interaction was embod-
ied, and audience and performers were seen lying together, 
dancing, holding hands and touching each other. There was 
a small stage that faced the inside common space of The 
Velvet State but that was also open to the outside of the festi-
val site. On this stage, other performers than the archetypes 
performed, and the programme included, among others, 
The Nielsen Sisters (Claus Beck Nielsen/Das Beckwerk) in 
a transgender music performance, and The Theremin play-
er Dorit Chrysler, who evoked horror and magical sound 
universes in her interaction with her instrument, and per-
formed with the organ-playing hermaphrodite Baby Dee 
and the performer The Beautiful Geisha. 
The Velvet State at Night. Photo: Jens Begtrup
In this way the universe was built up around archetypes in 
the parallel universe, and the guest performances both sup-
ported the mysterious identity of the universe with their 
strong individual characters and emphasised the diversity 
of the archetypes found in The Velvet State. 
Performer draws a dot for each archetype. 
Photo: Jesper Huyk Larsen
The Fetichist. Photo: Jesper Hyuk Larsen
The Pink Narcissist. Photo: Jesper 
Hyuk Larsen
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A SENSUOUS SOCIETY
Gry Worre Hallberg, a member of Fiction Pimps and co-cu-
rator of The Velvet State, described the performance concept 
as immersive and said that durational theatre is a perfor-
mance genre which has emerged rapidly in the last five years 
in Scandinavia and inspired The Velvet State. She said that 
immersive theatre allows the audience to establish fictional 
universes that interrupt reality, allowing the performers and 
participators to immerse themselves in the collective fic-
tional frame, which will both challenge and empower their 
senses, offering a level of embodied realisation and reflec-
tion that may stay with them not only during the perfor-
mance but also impact their daily lives beyond the festival. 
According to Hallberg, the experiment is focused on an em-
bodied experience and The Velvet State can be understood as 
a sensuous society, meaning that a sensuous and aesthetic 
experience is the focal point, a way of experiencing empow-
erment and challenges (Hallberg 2013, Interview, July 2). 
She relates this to the context of the festival: 
You are present in a very different way at a festival than in 
your daily life. You don’t get enough sleep and there are so 
many different spaces that activate your senses, everybody 
becomes more sensuous. ‘The Velvet State’ is an offer for those 
who want to go deeper into a poetic being together. (Hallberg 
2013, Interview, July 2).
Hallberg described The Velvet State as a sensuous society, 
and the design and programming of the installation resem-
bles what Bishop, in her conception of installation art, calls 
the ‘dream scene’ installation, which is related to both sce-
nography and dreams. The spectator becomes a figure and 
participates in the open-ended narrative of the installation 
(Bishop 2005, p. 17). In The Velvet State the scenography 
was designed to heighten the sense of being in ‘another’ 
world: a parallel to the festival site, where one could im-
merse oneself in the universe and create narratives in the 
interplay with the archetypes. The archetypes were all 
sensuously transgressive in their performances and in-
teractions with the participants, and played with pushing 
the boundaries for embodied contact with strangers. The 
characters of the archetypes—the narcissist, the fetishist, 
the killer, etc.—emphasised figures that are connected to 
Freud’s psychoanalytic universe upon which Bishop built 
her conception of the dream scene. The installation strived 
to let the participants forget time and place and to let ex-
periences be open-ended. Gade (2009) describes how 
performative art experience should be understood not 
only from the way it is enacted but also from the way it is 
perceived and reflected upon. Theatrical and embodied art 
experience is often critiqued for being singular, with sev-
eral practices in the contemporary landscape combining 
theatrical performative settings to establish inter-subjec-
tive relations. She argues that, through displacement and 
transgressions of culturally determined ways of acting, a 
discursive frame for art is formed which makes it possible 
to communicate to the agency of the subject. A performa-
tive intervention intended as inter-subjective realisation 
can therefore, according to Gade, have both engaging and 
collective objectives (Gade 2009 pp. 39–41). Gade’s per-
spective suggests an understanding of The Velvet State’s 
objective as collective and addressing embodied relations 
beyond the festival site. In this way Gade argues that reali-
sation is not only an immediate response to the work but 
also that the realisation can also be recalled in reflections. 
Most of the guests to The Velvet State stayed there for a cou-
ple of hours, visiting the different rooms and interacting 
with the performers and experiencing concerts and perfor-
mances on the round field in the middle of the installation. 
Two young guys, however, took the open-ended concept 
very seriously and stayed in the installation throughout 
the four days it was on (Hallberg 2013). 
However, The Velvet State also seemed excluding for many 
participants. The structure only had one entrance and 
throughout the festival this entrance had a long queue 
of people waiting several hours to get into the installa-
tion. Many of the festival guests sat waiting in the queue, 
but many guests did not have the patience to wait and 
found the long waiting hours exclusive (The Velvet State 
Interviews 2013, 5 July). 
THE PRODUCTION OF SPACE AS A STRATEGY
Lefebvre argues that space is produced through three in-
terrelated modes—spatial practices, representations of 
space, and spaces of representation—in a trialectic model 
described in the chapter on theory. He notes that one of 
the key problems with studies of space is that spatial prac-
tice is understood as the ‘projection’ of the social onto the 
spatial field. He suggests instead that this relationship is 
a two-way street and that space also has an impact on the 
social, thus: “space and the political organisation of space 
express social relationships but also react back upon them” 
(Lefebvre 1974 (1991), p. 8). Rendell reflects on Lefebvre’s 
proposal, concluding that it is not simply that space is so-
cially produced but also that social relations are spatially 
produced (Rendell 2006, p. 17). 
144 Between Sites: Relocating Critical Curatorial Practice
Lefebvre’s and Rendell’s perspectives are relevant to con-
nect with The Church of Beer and The Velvet State when un-
derstanding these two projects as site-writing, i.e. as prac-
tices reflecting on the site while at the same time producing 
it as a new space of representation. Both projects seemed to 
operate intentionally with the spatial formation of social re-
lations. In The Church of Beer this took place both as a haptic, 
embodied and grotesque experience during the designing 
and building of the church, and as a participatory perfor-
mance related specifically to this church. In The Velvet State 
the performance was also participatory but did not work 
with the dialectic of realisation that we saw in The Church 
of Beer. Here it was the intimacy and embodied experience 
with someone otherly that established new forms of collec-
tive sense of belonging, leading to both melancholic and 
empowering feelings among the audience. The reaction to 
the space in both cases established different and new kinds 
of social relations and feelings created in the span between 
performance and installation. Thus, as very intense social 
spaces were created so the contrary also appeared. There 
were also some individuals and groups, however, who felt 
excluded from these communities created by the artwork. 
Combining Lefebvre and Rendell’s perspectives is helpful 
when summing up how Roskilde Festival designs its core 
aim and strategy of boundary-pushing, collective, partici-
patory and playful events spatially onto the site through 
the work. Both projects involved the festival guests in the 
formation of the project and allowed for challenging, so-
cial, playful and critical practices to emerge. However, the 
projects also excluded audiences who were not willing to 
put them at play and participate in the projects. The aes-
thetic realisation here is only for those who are willing 
to participate in the projects and enjoy the carnivalesque 
and/or transgressive events. 
PARTICIPANTS AND AGENCIES
Roskilde Festival purposefully seeks to engage the audi-
ence and to enlighten and empower them through aes-
thetic realisation, amongst other methods, with projects 
like The Church of Beer and The Velvet State. As in the other 
cases it was also relevant in the case of Roskilde Festival to 
look further into the extent to which participants could in-
fluence the project. Since the project unfolded at the festi-
val site, which was an exceptional context away from daily 
life and routines, their interactions did not have a direct 
influence on situations in their daily lives. 
If we examine the projects from Roskilde Festival in re-
lation to Lacy’s concentric diagram, focused on social 
engagement, we understand that the projects are only able 
to offer involvement to a certain degree. The inner circle, 
i.e., the highest degree of involvement, which Lacy calls 
‘origination and responsibility’, refers to the kind of pro-
jects that can be understood as engaging and involving in a 
mode wherein the work would not exist without its partici-
pators, and in which participants can gain influence and 
responsibility in the process (Lacy 1995, p. 178). The sec-
ond circle is concerned with collaborators, co-developers 
and shareholders who have invested time, engagement and 
identity in the project and are taking part in its ownership. 
We can understand The Church of Beer as being at this lev-
el, since here the audience were invited in to co-create and 
engage in the project during the festival. As Lacy defines 
such involvement in this category, without the work and 
contribution of participants the work would not evolve. 
The audience is core in this process, but it is driven and or-
chestrated by the artist group. On this level of involvement 
the loss of single members in the group would not have a 
significant influence on the project nor alter its essential 
character (Ibid, p. 179). 
The Velvet State’s character of audience involvement can 
be understood as being on the next level, which focuses 
on audience participation as volunteers and performers 
for and with whom the work is created. Audiences and vol-
unteers became a part of The Velvet State by stepping into 
a performative universe as performers. This is a lower level 
of influence on the work than we saw in The Church of Beer. 
This level of engagement through a form of delegated per-
formance can, according to Bishop, render a problematic 
relationship in which participants, volunteers and paid non-
professionals are engaged to undertake the job of being pre-
sent and performing in a particular time and place led by the 
artists’ intentions and instructions. She discusses the merits 
of performative works where the artist uses other people, as 
material. According to Bishop, delegated performances pro-
duce, at worst, a staged reality for the media rather than a 
paradoxically mediated presence, but at their best they facil-
itate disruptive events that affirm a shared reality between 
audience and performers, challenging the ways we under-
stand labour and ethics in the context of aesthetic processes 
(Bishop 2012, p. 239). Bishop allows for nuancing the per-
spective on the understanding of involvement in aesthetic 
processes, which correlate with Nielsen’s perspective as pre-
sented above. Lacy’s concentric circle allows an evaluation 
of the influential and engaging potential in the projects, but 
through Bishop’s concept of ‘delegated performance’ we can 
understand that the conceptual and aesthetic dialogue and 
its disruptive impact also produces and reinvents the frame 
for contemporary discussions. 
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Lacy’s model thus cannot stand alone when we discuss the 
level of participation in these two projects. The delegated 
performance format, as represented in The Velvet State for 
example, aimed rather to establish a parallel scenery for its 
audience and performers to immerse themselves in and 
thereby obtain empowering experience in a longer realisa-
tion perspective.
The Church of Beer and The Velvet State facilitated two differ-
ent strategies of audience engagement. The Church of Beer 
encouraged a co-creative process in which the participants 
took part in a collective process and had an influence on the 
project tailored by the artists, architects and curator behind 
the project. The Velvet State had less participant involve-
ment, if we apply Lacy’s diagram, since there was less pos-
sibility of participants influencing the work. Thus this work 
was more focused on the realisation process, as was seen 
in the embodied trangressive relation to the performers in 
the installation. According to Bishop and Nielsen, this is an 
aesthetic realisation process that involves us as participators 
through the enlightenment we experience, and not neces-
sarily by the direct impact or influence we have on the situ-
ation in which we are in. This aspect was also employed by 
Maximum Service, which was focused on enlightening and 
empowering participators through the haptic experience of 
working with the material of the beer cans. 
Through examination of the participation in this case we 
can understand that the curatorial model was focused on 
the agency of empowering the audience through aesthetic 
experience, by letting the curatorial approach be defined 
by the strategic aim of the festival. Since the site was cre-
ated as a free space for cultural experience, the curatorial 
agency in the temporary festival city did not have to in-
volve or co-exist with different rationales and agencies in 
the way that the urban contexts did. 
THE RELATION OF ROSKILDE FESTIVAL TO THE CITY 
OF ROSKILDE 
Notwithstanding the above assessment of particular art-
works, the event of Roskilde Festival as a whole has a sig-
nificant impact on the city of Roskilde and on the cultural 
realm as one of the largest annual events in Europe. The 
agency here is not only one unfolding as processes be-
tween Roskilde Festival, their ideological agenda and their 
audience; the festival can also be understood in a broad-
er perspective as an agent for the economy and develop-
ment of the city of Roskilde. An example of this influence 
and agency is the Musicon area of urban regeneration in 
Roskilde, the site of a former concrete factory situated 
close to the festival site and the festival headquarters. 
Musicon is promoted as a “new creative part of the city” 
and “the arts area in the city” and has been a site for ur-
ban regeneration in Roskilde since 2008. The framing of 
this area was created in 2001 when Musicon Valley as a 
project was established in cooperation between Roskilde 
University Centre, the Risø Research Centre, Roskilde 
Festival and the Municipality of Roskilde. The aim of 
the cooperation was to focus on how experiences could 
be transformed into knowledge and growth for the city. 
The competences of the Roskilde Festival and the creative 
businesses in Roskilde should catalyse new business and 
growth in the city and thus the closed former concrete fac-
tory area of Musicon is situated as an incubator business 
environment (Musicon n.d.).
The identity of the site was to be that of the musical part 
of the city, underscoring both the physical and conceptual 
relation of the area to the Roskilde Festival. The ambition 
was for Musicon to be: 
•	 a creative, musical area that allows experiments
•	 an area with a high level of activities most of the day 
•	 an area with innovative architecture of high quality 
•	 an area based on experience economy
•	 an area built with sensitivity to the physical legacy of 
the site as a former concrete factory (Ibid)
These ambitions reflected the way that culture was at the 
heart of this new area, and the vision was to make Musicon 
into a national nesting box for artists and creative indus-
tries. It was to become a living part of the city, which facili-
tated multiple art forms and a sports area. The slogan ‘The 
Living Part of the City’ was intended operate as a process 
model for the development of the site, where involvement 
of citizens and experiments were a method for dynamic 
and open development (Ibid). Musicon was set to be an 
engine for the development of Roskilde into a city with 
more focus on culture, cultural business, events and inno-
vative housing. The mission for Musicon was to become, 
over the course of fifteen years, a creative part of the city 
with life day and night, including approximately 650 hous-
ing units and 2,000 workplaces. 
Since 2008, the area of Musicon has been developed with 
infrastructural improvements, over 200 apartments, a skat-
ing area and over fifty small creative businesses, and a Rock 
Museum. (A folk high school was also being built at the time 
of writing.) The building of a café, temporary installations 
and a broad programme of cultural events are set to create a 
vibrant environment in this development process. 
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Roskilde Festival has clearly played an important role in the 
cultivation of a new urban part of the city, and the identity of 
Roskilde Festival has clearly influenced the formation of the 
site, whose profile is both creative and musical. Forty-five 
years of the festival have established an environment around 
the event and a creative image for the city of Roskilde that 
has led to development of an area which reflects in its identi-
ty the effect that Roskilde Festival has had on the context of 
Roskilde. The image of a creative, musical and experimental 
part of the city was purposefully chosen as an extension and 
prolongation of the festival identity and the knowledge and 
competences to be found in the festival environment. 
TEMPORALITY 
As described above, the concept of temporality at Roskilde 
Festival could be understood differently than in the urban 
context where the temporary artwork intervened and es-
tablished new spaces of representation. Roskilde Festival 
in itself can be understood as a temporary intervention in 
the city of Roskilde, as well as an eight-day festival, a ritual, 
and a temporary free space. Since it operates with critical 
curatorial practice, we can understand Roskilde Festival 
as a form of shadow play, an exception from everyday life 
where critical agendas can be staged without the same de-
gree of discursive oppression with which critical curato-
rial practices must struggle in urban space—as an event 
which, in accordance with its temporary and critical char-
acter, as well as its scale and annual circuit, can operate as a 
form of large-scale shadow play that can both influence the 
local context of Roskilde and also take up critical agendas. 
The artwork analysed here did not interrupt or create 
shadow play in opposition to the festival site or other dis-
courses; rather it was concerned with being a temporary 
free space in which they engaged the audience in a social 
and connecting practice as they got involved in a tempo-
rary collective around either The Church of Beer or The 
Velvet State. Both works also created sensuous, ecstatic 
and haptic experiences that can be interpreted as tem-
porary emancipation of the involved groups or subjects 
whom the artists hoped to empower beyond the festival. 
The aspects above frame how the area developed from the 
rationale of an experience economy. This was a strategic 
tailoring of influence from the festival into the urban de-
velopment of Roskilde. This can be understood as mega 
event-led urban development, but in a slower and more 
site-specific way than we saw in Hackney Wick. And while 
Roskilde Festival is an annual event, making it compara-
ble to the 2012 Olympics in London, it is also an annually 
recurring event which cultivates a professional and local 
environment in Roskilde throughout the year. 
SUMMING UP: BETWEEN ARTWORK AND DISCOURSE
In this case the merits of the model of critical curatorial 
practice, a research laboratory of change, contingency and 
situatedness, have been tested by focusing on the relation 
between discourse and artwork at Roskilde Festival and 
by relating this to its influence on the city of Roskilde. 
As the perspective is described above, Roskilde Festival 
can be understood as a ‘city’ in itself, as an ‘urban labora-
tory’ where the curatorial model influences the site and 
participants. On the other hand, it can be understood as 
an event, a form of shadow play whose temporary charac-
ter influences the city of Roskilde. 
Roskilde Festival is in this context an extreme case when 
we see it as a ‘city’. It is a city which can be designed as a 
reflection of the vision of the festival, and has very little site-
specific history and different rationales to be concerned 
with, as distinct from the researched urban contexts where 
different rationales co-existed. On the other hand, the fes-
tival is also a temporary event which influences the city of 
Roskilde with culture-led urban development, and from this 
angle has a paradigmatic aspect like the other three cases. 
However, the main focus here is on the extreme character of 
the event, i.e. the way in which the temporary festival city is 
designed to enable empowering and enlightening rationales 
to emerge. The practise-led laboratory allowed us to explore 
the way in which the site of Roskilde Festival was spatially 
designed through, among many other aspects in the festival 
city, critical curatorial practice. In this way the critical cura-
torial model was applied to an extreme case where the site 
was designed in light of the context.
The formation of Roskilde Festival happened in the inter-
play between the concept of the festival and the programme 
and production that set it up as a conception that can be de-
signed and produced in new ways from year to year. 
Through curated site-writing for Roskilde Festival, the art-
works established a short narrative of alternatives through 
their ephemeral qualities, assembling grotesque and em-
bodied artworks through The Church of Beer and The Velvet 
State. Thus, the exaggerated qualities of both works did ad-
dress collective visions and encourage their audiences not to 
critique the contexts in which they were placed at Roskilde 
Festival but rather to enable and empower them to critique 
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and develop tactics and relationships in their everyday lives. 
Without an approach which has roots in the framework of 
discourse and history of the festival since 1971, and a con-
current programme to keep the history alive, there would 
not be any site for Roskilde Festival, since this particular site 
is dependent on the design of the event. Lefebvre’s concept 
of the social formation of spatial production, together with 
Rendell’s reflections on this particular concept, illustrates 
how Roskilde Festival as a site is defined socially. The two 
examples of artworks would not have taken place without 
an engaged audience. 
The understanding of Roskilde Festival as a social place led 
to exploring the extent to which the artistic practices were 
interested in realisation for the participants. Since this was 
not able to unfold as a direct influence on a community or 
a particular site in their everyday life, it unfolded instead 
as a means of empowerment through participation and re-
alisation. They were interested in facilitating artistic pro-
cesses and experiences that the participants could bring 
home to their everyday lives. In this perspective the expe-
riences of the participants in the two artworks at Roskilde 
Festival might operate as a form of empowering shadow 
play to their everyday lives, even though the experience 
was displaced in time. 
Regarding the engagement of the participators, one can 
also put into question how far the aesthetic realisation did 
actually empower them in their daily lives beyond the fes-
tival: Is the carnivalesque freedom that the respondents 
express something which is only viable in the open-mind-
ed context of the festival? Or do the participants from pro-
jects like The Church of Beer and The Velvet State return em-
powered to encounter situations in their daily lives with 
insights from their aesthetic realisation? 
Although both projects included a broad range of partici-
pants throughout the festival, they also excluded those 
who were not immediately attracted either to the grotesque 
spectacle orchestrated by contemporary drag queens or to 
sensuous immersive situations. 
It is reasonable to argue that within the temporal concept 
of a festival there lies a spatial formation between discourse 
and, in this case, the artworks The Church of Beer and The 
Velvet State, which allowed ephemeral spatial sites to emerge 
and form in light of the aims and ambitions and, in this case, 
through site-writing. The site-concept on Roskilde Festival 
emerged as a spatially produced interplay between artwork 
and discourse in the theoretical model. This aspect allowed 
us to focus more directly on how the artwork was created as 
a spatial discourse of the site.
Given that Roskilde Festival as an event has the privilege 
of a well-maintained economic history and situation, it has 
been possible to focus on and develop the non-profit core 
aim with a critical focus. This is not the aim or privilege for 
all events or festivals, but a privilege and an aim that lies 
within the discourse of Roskilde Festival. 
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BETWEEN TEMPELHOFER FREIHEIT, HACKNEY WICK 
AND ROSKILDE FESTIVAL
The aim for the fourth case, Bryghusgrunden, was to 
test how the curatorial model operated through the no-
tion of shadow play in a paradigmatic case of urban 
transformation. 
The critical curatorial model was tested in the last chap-
ter on Roskilde Festival. The practice-led site-writing illu-
minated how discourses and strategies, such as Roskilde 
Festival’s in this particular context, can operate as spatial 
strategies. In contrast to the urban contexts there was 
on the festival site no other ruling power rationales with 
whom it was necessary to negotiate over the space. On the 
other hand, the participants were in a ritual state-of-mind 
and it is uncertain how and whether they will integrate 
their realising aesthetic experiences as influences on their 
daily lives or whether they will understand the emancipa-
tion as something connected particularly to the grotesque 
and emancipating place of Roskilde Festival. 
BETWEEN ARTWORK, DISCOURSE AND SITE AT 
BRYGHUSPROJEKTET
The fourth case, Bryghusprojektet—or BLOX, as the pro-
ject has recently been called—is an architectural and ur-
ban project designed by the Dutch architectural studio 
OMA/Rem Koolhaas. It was commissioned in 2008 by 
the Danish private philanthropic foundation Realdania, 
and the project is set to be finalised in 2017 (Realdania 
2013). The project is composed of a multi-functional 
building that will house, among other things, the Danish 
Architecture Centre, a hub for the built environment and 
a broad group of entrepreneur start-ups operating in the 
urban sphere, a restaurant, offices and luxury housing. 
Several external activities will also take place in the build-
ing, primarily initiated by DAC. The design aim is to gath-
er many activities in one building and its attached open 
outdoor spaces, whereby it strives to bring more urban life 
to the area around Bryghusgrunden (Ibid).
However, Bryghusprojektet was heavily criticised during 
the commissioning process. The focal points for the criti-
cism included its location on the last open spot on the har-
bour front in the city-centre of Copenhagen (also the histor-
ical site of the former Royal Brewery House), its enormous 
scale, and the commissioning process of the project (see, 
among others, Egevang 2008 and Quistgaard 2008). These 
criticisms will be presented in more detail below.
The transformation of this particular site into the site for 
the new design of BLOX commissioned by Realdania also 
caused criticism in the public debate from both public and 
professionals and discussions about Realdania’s power and 
role as commissioner and developer in urban development 
in Denmark over a long period. In this context it was com-
parable to the other two urban sites in its contentious dis-
cursive situation, featuring different agencies struggling 
with one another. 
Site-writing on this particular site was thus an interest-
ing opportunity for visiting the curatorial laboratory one 
last time with the experiences from the three other cases 
in mind, while remaining aware that this fourth case had 
a strong site-specific discourse i.e. the struggle in the de-
bate led by different rationales. Furthermore, the idea of 
employing curating to forewarn and test the new vibrant 
identity set for the site seemed to be in line with the stra-
tegic approach that the commissioners learned in the two 
paradigmatic cases of Tempelhofer Freiheit and Hackney 
Wick. The experience from Roskilde Festival taught us 
that realisation can happen not only on a level where prac-
tice facilitates direct social engaged influence on the site 
but also as a form of aesthetic realisation, underpinning 
the function of shadow play as a form of ephemeral notion 
of the imagination of or critique of the site. 
CHOICE OF CASE
Bryghusprojektet/BLOX, was chosen for in Flyvbjerg’s 
terminology its paradigmatic character. It is a case where 
a contentious dialogue was going on around the devel-
opment of the site. Bryghusgrunden is a historical site in 
Copenhagen set to become the home ground of the new 
Bryghusprojektet, BLOX. The particular developer-led ra-
tionale is different from the other cases, and the critique 
that it propelled provided the option to focus particularly 
on how the critical curatorial practice operated in rela-
tion to the ruling power rationale. This rationale was pro-
pelled by a developer-led discourse by the commissioner, 
Realdania, focusing on economic and prestigious icons as 
an important part of the urban development. The slightly 
different rationale and the heavy critique around this case 
allowed for testing the merits of the curatorial model in 
a paradigmatic situation by curating and commissioning 
a temporary project for the site. Through the curatorial 
model, the choice of Dreamcatcher and Predator by Senna, 
and Danish Dog’s Day by Maximum Service as artworks, 
and a debate between artists and the developer involved in 
the site, focused on employing critical spatial practice as 
encounters for the shadow play.
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The Dreamcatcher, a spatial nomadic shelter and platform 
for intimate debates, was set up to explore not only how 
spatial relocation could foster new formats for debates 
but also to allure the curiosity of the audience through its 
charismatic character. 
Predator explored the site performatively with its own site-
writing, while Danish Dog’s Day was a grotesque specta-
cle that aimed to question the future of the site through 
destabilisation. 
As part of the curation, two debates were planned with art-
ists, architects and the commissioner Realdania to further 
frame the discussion that the artworks aimed to catalyse. 
The debates were also intended to operate as a public dia-
logue with the artistic agency and the developer agency, 
and to explore how the verbal and framed debate format 
could catalyse dialogue as well as how the debate could 
extend the dialogue the artists were staging. This chapter 
will therefore focus on: 
•	 Rationales of Bryghusprojektet
•	 Practice-led preparations 
•	 Between artwork, discourse and site in 
Bryghusprojektet
•	 Site: Bryghusgrunden
•	 Discourse: the discourse at Bryghusgrunden
•	 Practice-led preparations (Site-writing as Curating): 
Between artwork and curator
•	 Artwork and debates: Dreamcatcher, Predator and 
Danish Dog’s Festival
•	 Participation, agency and authorship
•	 Summing up: between artwork, discourse and sites
RATIONALES AT BRYGHUSGRUNDEN
Skot-Hansen’s addressing of the conflict between urban 
and cultural development is helpful in terms of grasping 
the core of the conflict here. She argues that the renewed 
interest in employing cultural life as a motor for urban de-
velopment has established a mutually dependent relation-
ship between culture and urban development. She argues 
that cultural and economic processes are mixed and dis-
placed more than ever before and that there is thus a need 
to develop strategies with clear aims either for economic 
or cultural benefits (Skot-Hansen 2007, p. 15). 
Bryghusgrunden also had different rationales repre-
sented and intertwined—rationales which envisaged 
different ways to meet the potential of this particular site 
in the city. The developer of BLOX, Realdania, was pre-
sent as the commissioner of the project and laid out the 
visions of the site on their website and in documents and 
renderings. Realdania describes itself as a modern phi-
lanthropist and a change agent. It is a private organisa-
tion based on investment activities, and with member de-
mocracy with approximately 150,000 members around 
Denmark. Realdania’s overall vision is to operate as a 
catalyst for change by initiating and supporting projects 
that address the structural challenges facing the built en-
vironment and society as a whole. They operate through 
programmes that frame current challenges in the urban 
and built environment through a problem-oriented ap-
proach to philanthropy (Realdania 2015). Realdania has 
a significant role as a philanthropist in the built environ-
ment in Denmark and granted and invested EUR 292 
million in this field in 2014 (Ibid). As the construction of 
BLOX started on the site, this rationale was also present 
as the physical transformation on the site. This ration-
ale focused on the iconic value of BLOX and the sym-
bolic and economic values as a cultural catalyst bolster-
ing the cultural and architectural image of Copenhagen 
and attracting both tourists and workers to the city. This 
rationale was supported by the city of Copenhagen, 
which had given the go-ahead to the project and Danish 
Architecture Centre, which was set to programme the 
main part of the building. 
Through an artistic project called the Harbour Laboratory, 
the artist group Parfyme were working on the site, fo-
cused on empowering citizens interested in the site so as 
to influence the future of the site with their suggestions 
for its use. They represented an artistic rationale that 
aimed to involve and empower participants to suggest 
ideas for the use of the site. Pelle Brage from Parfyme de-
scribed where the artists got the idea that they could not 
influence the site through their work, despite engaging 
citizens in the process on its future uses, which shows, as 
Skot-Hansen also claims, that even though cultural life 
and urban projects are characterised as integrated, they 
are often not integrated in planning. 
The critical curatorial practice for the site also represented 
an artistic and critical rationale, whereby they aimed to 
dialogue and question the future of the site through en-
lightenment and realisation. This practice was presented 
through the programme’s temporary intervention on the 
site in the form of the debates and artworks. 
The voices of critics who argued that the situation and 
scale of the project was misplaced on the last open spot 
on the harbour front were presented in archival material 
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and through debates and critical articles on the future of 
Bryghusgrunden. They represented a critical rationale 
concerned with the future of the site and the access of the 
site for the public, the scale of the built project and non-
transparent commissioning process. 
With the different rationales in mind, the theoretical ap-
proach in the curatorial laboratory was reflected on and 
structured in the following way: 
Site
•	 Analysing the site together with the site-writing should 
work as an approach to research Bryghusgrunden and 
enable the design process of the programme. 
Site-writing on the site when the intervention took 
place would make it possible to research the reactions, 
new visions and dialogue that emerged.  
It is valuable to focus more deeply on the levels of 
action and communication within the production of 
space on this particular site. Lefebvre puts forward 
a trialectic model that concerns spatial practice, 
representations of space and representational spaces 
(Lefebvre 1991, pp. 38-39). Spatial practice, which 
includes the perceived space that is revealed through 
deciphering space and the representation of space, is 
the practised, lived and experienced space, and is also 
key to analyse during the intervention, since these 
concepts of the trialectic model make it possible to 
identify different layers of spatial production regarding 
the site. 
Discourse
•	 The analysis of the planning and developer activities 
from Realdania, will focus on debates and interviews 
with the commissioners, analysing the interviews and 
debate. The analysis will take out set in Jensen’s City, 
Power and Network (2004) and Lefebvre’s notion on 
representations of space.  
Jensen argues in his 2004 article City, Power and 
Network that the logic of discursive representations 
establishes the configuration of the power rationale, 
which can lead to urban transformation. Together 
with Lefebvre’s category in the trialectic model of 
representations of space, the conceptualised space—
the space of the planners, urbanists and technocrats 
(Lefebvre 1991, pp. 38–39)—they offer a socio-
spatial way to research the discursive representation 
in renderings, billboards, documents, seminars and 
interviews regarding the site. 
Artwork 
•	 The temporal artwork in this case was curated for 
a three-day intervention, from 26–28 September 
2014, including shadow play on the site and a close 
interrelation to an exhibition and debate programme.  
The analysis of the artwork of the artwork, and 
furthermore involve Doherty’s notion of charismatic 
agency, Bakhtin’s writings on laughter culture and 
carnivalesque, and Merleau-Ponty’s ideas on the 
phenomenology of the body. 
Taken together, this became the theoretical framework 
of the project that informed the curatorial site-writing on 
Bryghusgrunden. A temporary programme provided the 
opportunity to frame the critical tension that has lingered 
around the site and to stage the dialogue with a focus on 
the temporal use of the site. This was also an opportu-
nity to try out what had been researched in London and 
emphasised through Mouffe’s avocation of the ability of 
public arts to ‘engage in’ the hegemony by establishing 
counter-hegemonies and thereby contributing to the re-
configuration of the hegemony (Mouffe 2013, pp. 72–73). 
At the time of the research, it seemed that critical voices 
had withdrawn from the discussion about the project. 
Since the Bryghusprojektet already had a fixed vision and 
was already under physical construction, it was not pos-
sible and did not make sense to elaborate on the critical 
voices that had been rejecting Bryghusprojektet; nor was 
it the mission or aim of the curatorial practice to judge the 
design quality of the commissioned project. The aim was 
to discuss the site with an acknowledgement of the situa-
tion by experimenting with how a temporary programme 
could challenge and discuss the situation. This case thus 
aimed to re-open the dialogue so as to influence the future 
use of the site and the Bryghusprojektet through curating 
as site-writing. 
SITE: BRYGHUSGRUNDEN
The site, located by Frederiksholms Kanal in Copenhagen, 
was established in the 1660s. The site was originally a body 
of water which, by means of a number of landfills further 
out in the harbour over subsequent centuries, evolved into 
the area. Part of the site was developed and other parts were 
left open, but all traces of older buildings have since van-
ished due to a fire in 1960. However, the street Bryghusgade 
(commonly called by the name Bryghusgrunden) contin-
ued to bear witness to the function of the building located 
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at the site, i.e. the King’s Brewery built in 1772 (Kjersgaard 
1999, p. 24).
The landfills of the harbour and Frederiksholm where 
the Bryghusgrunden is located were not created until the 
1660s (Ibid). The brewery at Frederiksholm was built 
as a replacement for the former Christian IV Brewery. It 
was located on the other side of Frederiksholms Kanal at 
Slotsholmen, and burned down in 1767 (Ibid, p. 30). The 
industrialisation of the 1800s influenced the Brewery. In 
the 1870s it was rebuilt with added rooms and became 
an industrial complex with the remarkable architectural 
character of a tower silo. 
The Brewery burned down in a fire in 1960. The remain-
ing buildings were demolished and the Danish govern-
ment purchased the site of the old brewery company. The 
site was laid out as a playground and car park, two func-
tions that it retained until construction began in 2013 
(Realdania 2013).
NO PROJECTS BUILT IN FIFTY YEARS
A number of architectural competitions have been organ-
ised around a new construction at Bryghusgrunden. The 
first took place in 1941, followed by more competitions in 
1967, 1985 and 1993, when the competition was for a new 
music building for Copenhagen. However, none of the 
proposed projects were realised (Ibid).
The winner of the design of a new music house in 1993 was 
the Danish architect Henning Larsen. In his acceptance 
speech he strongly advised against going through with the 
project. His argument was that the site was the last open 
site on the waterfront and was not large enough to house 
a 12,000 m2 music building. He encouraged a sensible ap-
proach to the site to keep the connection with the strong 
historical roots of the area and to keep the area open 
(Quistgaard 2008). 
In 2005, Realdania acquired Bryghusgrunden through 
its subsidiary Realea A/S from Ørestadsselskabet, which 
had been assigned the site by the Danish government in 
1994. Realdania and Realea aimed to create a world-class 
building that would be ‘a new vibrant place in the city for 
everybody’ (Realdania 2013). Through an invited com-
missioning process with three participants, OMA was 
commissioned (Realdania n.d.)
The strategic aim for Bryghusprojektet was that it should 
operate as an urban catalyst, an architectural icon and an 
asset for the whole city—a new and extraordinary focal 
point for life in the city. Realdania stated: “This will be an 
extraordinary place. A diverse place which emphasises the 
popular and the professional” (Realdania 2013, p. 2)
Bryghusprojektet OMA 2011. Renderings: OMA
Langebro and Bryghusgrunden 1951. Photo: Royal Danish Library
The Brewery House 1870s. Photo: Royal Danish Library
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DISCOURSE: THE DISCOURSE OF BRYGHUSGRUNDEN 
The discourse of Bryghusgrunden unfolded as a conten-
tious dialogue about the future of the site. However this 
debate seems to have stemmed from the commissioning 
of BLOX and the manifestation of a ruling power rationale 
and hegemony on the site. 
Lefebvre’s concept of representations of space refers to 
the predominant space in most societies. This is the con-
ceptual framing of a place as it is set by planners and ur-
banists and tends to be both verbally and visually framed 
(Lefebvre 1992 (1975), p. 38–39). This level is also what 
we understand as the predominant discourse, or the rul-
ing power rationale and hegemony. The architect OMA 
and the commissioner Realdania are hereby setting the 
conceptual frame for the representation of BLOX. 
The concept of and visions for the site can be read on the 
billboards and banners on the construction ground of the 
site. The discursive vision of the site is to make BLOX an 
active asset for Copenhagen and for Denmark, a magnet 
for city life, a recreational place and a unique platform for 
the built environment. On the website for the project the 
vision is set out thus: 
 
This is going to be an extraordinary place. A place that 
embraces both popular and professional activities. A 
shared place for the creative professions involved in urban 
development, construction, architecture and design.  
(Realdania 2015). 
The vision reflects the way that the ruling power ration-
ale has a broad vision for BLOX, and that they understand 
BLOX as having catalysing qualities both for urban recrea-
tional life and tourism. The discourse of Bryghusprojektet 
was constructed through the written and rendered docu-
ments on the site that Realdania and the architectural stu-
dio OMA wrote and designed, thereby framing the vision 
of the site. Realdania also presented they led the power 
ruling rationale, with support from the Municipality of 
Copenhagen and the Danish Architecture Centre as the 
most important supporters in this process, when the pro-
ject was commissioned and the construction started. 
Jensen argues for a re-conceptualisation of the represen-
tational logic of the discourse, and adds a further spatial 
dimension. He proposes that representational discourse 
is more and more often manifested as interventions in 
urban transformation, for example as architectural man-
ifestations as symbols of power. According to Jensen, 
the challenge is that these kinds of discourses can have 
economic and social consequences (Jensen 2004, pp. 
50–54). Richardson and Jensen also argue that scale has 
a significant influence on staging a discourse in an urban 
setting. The scale, whether it is materialised physically 
or operating as an influential power across communities 
and countries, reflects a spatialised framing of discursive 
power. Both perspectives are helpful when explaining the 
intervention of Bryghusprojektet and why its design and 
scale roused criticism of the commissioning institution 
Realdania by professionals and the general public, and 
why it established a ruling power rationale. In Jensen’s per-
spective the project can be seen as a powerful manifesta-
tion of a spatial discourse linked to a private foundation 
that inhabits the last public spot on the waterfront. 
PRACTICE-LED PREPARATIONS (SITE-WRITING AS 
CURATING): BETWEEN ARTWORK AND CURATOR
The site-writing began with experiences from the three oth-
er cases, as described above, and approached the site with 
critical spatial practices (Rendell 2006), researching wheth-
er a temporal form of site-writing could interstice a form of 
‘shadow play’ aimed at re-establishing dialogue on the site.
Phillips argues that if art does have the capacity to reinvent 
the spaces and times that constitute what is public—or 
what is made public—then artists, curators and commis-
sioners should take this opportunity seriously rather than 
playing around the edges (Phillips 2011, p. 56). In this way, 
Phillips suggests that there might be a possibility that pub-
lic projects can play a role in discussions on urban forma-
tion while engaging with the planning discourse. Phillips’ 
position correlates with Mouffe’s idea of engaging with 
rather than withdrawing from these public urban con-
flicts. She argues that public art has the ability to establish 
counter-hegemonies to the ruling power hegemony and 
thereby to reconfigure the ruling power hegemony, thus 
encouraging artists and curators to engage in struggles on 
public space through their artistic practices. Shadow play, 
together with Phillips’ optimistic and Mouffe’s reconfig-
uring approach towards the site allowed an intervention, 
which addressed the future of the site and the absence of 
dialogue through site-writing to be the core aim for the cu-
ratorial intervention on the site. 
While curating the projects for Temporary Encounters 
at Bryghusgrunden, the focus in the dialogue was to 
incorporate the core question for this particular case 
into the curatorial discourse: How can the dialogue on 
Bryghusprojektet be relaunched through site-writing as a 
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form of shadow play? The focus was on three curated art-
works and two debates for Bryghusgrunden: 
•	 The first was Danish Dog’s Day by Maximum Service, 
an architectural performance employing both 
spatial and performative effects in their grotesque 
total theatre while creating a festival for dogs on 
Bryghusgrunden in Copenhagen. Danish Dog’s Day 
was intended to focus specifically on how spaces are 
created in the city, and for whom. 
•	 The other was Dreamcatcher, by the Polish artist group 
Senna, a small-mirrored tent installation operating as 
a multifunctional pavilion and serving as a sweat tent, 
venue and shelter. It was intended to facilitate a free 
space for debates, sauna sessions and resting, and as a 
venue for different kinds of performances. 
•	 The third was the performer Predator. Predator was 
connected to the Dreamcatcher, since the performer 
was one part of the Senna group, and furthermore, 
the Predator costume was mirrored like the 
Dreamcatcher, and she was set to explore the context 
she operated in bodily. Predator was not a new work 
but a performance character that had previously 
explored and fused into urban terrains and explored 
sites with her mirrored costume. 
•	 The fourth was the holding of two debates that 
focused on verbally framing the conflicts between the 
rationales of the site. 
The curatorial model as presented in the methodology 
chapter focused on representation, production, encoun-
ter, intervention and time (see chapter three). Therefore, 
these aspects were examined as a process of the curatorial 
site-writing.
Although the aim was to perform a shadow play, the ar-
tistic strategies employed were different. While Maximum 
Service wanted to employ grotesque realism to engage the 
audience, Dreamcatcher was a nomadic and spatial relo-
cation employing a charismatic strategy to allure partici-
pants into the installation where intimate and informal 
discussions and performances would take place. Finally, 
Predator aimed to develop an embodied site-writing on 
the site on her own. 
REPRESENTATION
These new and temporary encounters were represented 
through their physical appearances in press materials. 
The collaborators from the projects at Roskilde Festival, 
the Architectural Association, DAC and Realdania, were 
mentioned and visual representations of their logos were 
featured, but there were intentionally no large logos on 
the site, since the idea was for the audience to be allowed 
to experience the work without being influenced by such 
representations. 
The representation on-site was intended to spark the au-
dience’s curiosity and engage passers by. The aim was not 
only to include charismatic agencies as artists and artwork 
but also, since there had been intense criticism levied at the 
project earlier, to reframe the dialogue. Given that the aim 
was to emphasise a new dialogue on the use of the site, the 
critique also needed to be staged in an engaging way so as 
to interact both with those who had been critical and those 
with ideas about the planning and development discourse. 
PRODUCTION
The production of the works revolved around the site vis-
its and, in the case of the Dreamcatcher, around a work-
shop visit in Denmark. It included collaborators from the 
Danish Royal Library and collaborators hosting another 
temporary installation on the site: The Dome of Visions. 
Furthermore, DAC was a part of the dialogue concern-
ing the production. Since none of the artist groups were 
based in Denmark, the production aspect of the cura-
tion took place primarily over Skype meetings and email 
correspondence.
The Dreamcatcher was built in Poland and then trans-
ported to Copenhagen. During the production of the 
Dreamcatcher, Roskilde Festival and DAC as commission-
ers decided to design and build it in a reusable way. It was 
meant not only to look but also to be nomadic, a venue 
that could be reused for other projects in the future. Since 
Dreamcatcher was a venue for different debates and perfor-
mances, there was also a programme with a timetable for 
the various events. 
Predator conducted several tests on the site out of cos-
tume, and the production dialogue was focused on the 
possibility of gaining access to the construction site of 
Bryghusgrunden. The artist, Romik, was very eager to ex-
plore the future site of Bryghusgrunden with the sensitiv-
ity of Predator and so decided to engage with the fence of 
the construction ground instead of the enclosed site. 
The scenography of Danish Dog’s Day was spatially pro-
duced on site from reclaimed materials. The team also had 
different activities and events planned for dogs, but these 
were not strictly planned, instead running spontaneously 
as interactions with the audience. 
156 Between Sites: Relocating Critical Curatorial Practice
ENCOUNTER 
The encounter with the audience was crucial for all the 
works. Danish Dog’s Day and Predator were very symbolic 
acts and needed an audience to interact with or to reflect 
on them, while the Dreamcatcher facilitated a new, more 
intimate and informal framework for dialogue on the site. 
A As described in the representation section, the encoun-
ter was thus very carefully staged and it was important to 
encourage friendly and welcoming encounters from all 
interested parties. The installation itself should be charis-
matic, but there should also be hosts welcoming interested 
visitors to participate in the Dreamcatcher to underscore 
its welcoming character. 
The exhibition and the debate also facilitated another layer 
of encounter: a more directly verbally and visually formu-
lated layer that should operate with the shadow play as a 
specific framing of the objective of the shadow play. The 
debate should make it possible to frame the discussion of 
the site more explicitly. 
INTERVENTION
The interventionist aspect of the project was crucial, since 
it would lead to the forming of a shadow play. The site-writ-
ing would take place as a critical spatial practice and was 
intended to operate and help critique the state of the dia-
logue. Each of the artworks had the ability to intervene with 
its performative and ephemeral characteristics on the site, 
allowing questions, criticisms and alternatives to be raised. 
TIME
The project would be severely time-limited, lasting for 
only three days. The Dreamcatcher was meant to be there 
for all three days, but Danish Dog’s Day and Predator were 
only planned to happen on Saturday 28. The ephemerality 
was chosen purposefully so as to enable the shadow play 
and to raise questions through its short presence. In what 
follows, the site-writing through the artworks is unpacked 
and analysed. 
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Dome of Visions
Temporary Encounters
Creating a Festival - Making a City! 
How can experiences and ideas of festival curating and planning be used for 
developing the ‘real’ city? 
Temporary artwork and architecture designed to intervene or pop up are inspiring and 
enabling cities to become vibrant and playable, and in the last years, the temporary 
has gained high acceptance as a test and interaction element in the current urban 
development.
The curatorial approach from the festival city in Roskilde unfolds in the exhibition: it 
shows how temporary art and architecture are used to catalyse urban development. 
Many cities have integrated temporary programming as a tool in urban development 
strategies. 
Dome of visions at Søren Kierkegaards Plads in Copenhagen frames an exhibition and 
a public programme which discuss how these temporary encounters contribute to the 
formation of the city. 
The exhibition focuses on three cases:  
tempelhofer Freiheit in Berlin, A Former Airfield
Hackney Wick in East London, The Olympic Fringe
roskilde Festival, The Temporary Festival City
In all three places temporary artworks and architecture play a central role in the 
programming and planning of the areas. 
The exhibition and public programme also contribute as temporary programming 
of a site in transformation, a site in dialogue with the forthcoming permanent 
architectural project, and a site presenting research and facilitating a debate on the 
role of temporary artwork and architecture today.  Dome of Visions is a temporary 
cultural house in the city of Copenhagen illuminating the potential of the use of Søren 
Kierkegaards Plads; at the same time it is also a temporary intervention, which 
is an indication of a forthcoming transformation of the site, and can suggest the 
possibilities of the future of Bryghusgrunden. Bryghusgrunden is the new site for 
Danish Architecture Centre designed by OMA and holds a significant vision of the place 
as a new cultural catalyst in the city. 
Friday 26 september 
13:00 Public Session: “Temporary Projects as Catalysts for Urban Transformation” 
Temporary artwork and architecture are more and more often articulated as having 
the potential of propelling urban development. 
Artists and architects Parfyme, FOS and Rune Veile discuss the role of the artist/the 
architect and their relation to the public site and developer through particular projects. 
This session will be in Danish
13:00 Introduction by Signe Brink Pedersen and Gry Worre Hallberg 
13:15 Pelle Brage from Parfyme “Havnelaboratoriet”
13:45 FOS “Public Spiritualism”
14:15 Rune Veile  “Transformation of Change” – BVCA’s approach to contexts of Urban 
Regeneration
14:45 Roundtable discussion with Gry Worre Hallberg, Pelle Brage, FOS and Rune Veile
15:15 “Letting off Steam” in the Dreamcatcher
A series of collective sauna sessions dedicated to easing long-suppressed 
frustrations, releasing accumulated tensions and giving vent to irritation at all vices 
of contemporary life. The sessions are in the unique environment of Dreamcatcher, a 
friendly and informal setting perfectly suited to letting off some steam. The sessions 
are open to all who like urban saunas, enjoy collective relaxation and do not mind a bit 
of hot air. 
Dreamcatcher is open until 16:00
Dome of Visions at Bryghusgrunden - Photo by Jonathan Grevsen
PubliC PrograMMe
The programme is made up of music, art, performances and debates – like a 
programme would be composed at Roskilde Festival.   
“Making the City” is a cooperation between Roskilde Festival, Orange Innovation, 
Danish Architecture Centre and Danish Architects’ Association supported by Realdania.
saturday 27 september 
13:00 Dome of Visions and Dreamcatcher open
On-going Maximum Service 
   “Danish Dog’s Day”
It’s all about DOGS! Bring your hairy friend to join us in service of Danish dogs! The 
German performance collective Maximum Service will be in full service of Danish 
dogs! They will create an on-going performance using means from architectural 
inventories through aesthetic sing-alongs, patient embarrassment and ecstatic 
feeding performances to really boring cuddle-your-dog-as-long-as-you-can 
experiences. Special hypnosis sessions for your dog, a dog photo studio and a dog 
disco are only a few things to be named in advance. 
14:00 Artist Talk Senna
15:00 “Letting off Steam” in the Dreamcatcher
A series of collective sauna sessions dedicated to easing long-suppressed 
frustrations, releasing accumulated tensions and giving vent to irritation at all vices 
of contemporary life. The sessions are in the unique environment of Dreamcatcher, a 
friendly and informal setting perfectly suited to letting off some steam. The sessions 
are open to all who like urban saunas, enjoy collective relaxation and do not mind a bit 
of hot air. 
sunday 28 september 
13:00 Public Session: “Reprogramming the City” 
The interplay in the process of ‘Making of the City’ between the research of sites, 
the temporary programming and the final design of cultural catalysts such as 
Bryghusprojektet is the discussion focus for this session. What is the role of 
temporary reprogramming play in the transformation of public space? 
This session will be in English
13:00  “Prototyping for Public Spaces”. Sprout presentation on the project ”Making the 
City” 
13:30  Scott Burnham “Reprogramming the City” – A travelling exhibition (Opens at 
DAC 1 October 2014) 
14:00 Peter Fangel, Realdania  “Realdania’s experiences with involving the city in 
Bryghusprojektet”  
15:45 Discussion Realdania, Sprout-team and Scott Burnham 
17:00 “Letting off Steam” in the Dreamcatcher
A series of collective sauna sessions dedicated to easing long-suppressed 
frustrations, releasing accumulated tensions and giving vent to irritation at all vices 
of contemporary life. The sessions are in the unique environment of Dreamcatcher, a 
friendly and informal setting perfectly suited to letting off some steam. The sessions 
are open to all who like urban saunas, enjoy collective relaxation and do not mind a bit 
of hot air. 
18:00 Closing reception in the Dome of Visions
Dreamcatcher is open until 19:00
tHe event is Free
DoMe oF visions/teJlgaarD & JePsen (Dk)
Dome of Visions, which is initiated by NCC and designed by Tejlgaard and Jepsen 
Architects, is a temporary architectural installation and the main venue for the 
sessions and the exhibition.
Contact information
Foreningen Roskilde Festival
Havsteensvej 11
DK-4000 Roskilde 
Tel: (+45) 46 36 66 13
info@roskilde-festival.dk
teMPorary enCounters
exHibition anD PubliC PrograMMe
Making tHe City
26-28 September 2014
Dome of Visions  
Søren Kierkegaards Plads, Copenhagen
Creating a Festival 
Making a City!
sPeakers 
Fos (Dk) is an artist whose works are interventions that exemplify the artist’s idea 
of ‘social design‘, an artistic framework in which social interaction and communal 
public experiences are his tools. 
ParFyMe (Dk/no/us) is an artists’ collective unfolding their practice in public 
space art. They see art as a tool that can be used for many things: as a catalyst for 
personal contributions and improvement of our surroundings, a way to explore 
serious issues, and, of course, the simple fun of doing good deeds!
Peter Fangel, realDania (Dk) is the Head Project Manager for Bryghusprojektet 
at Realdania and has a long time experience as an urbanist and planner, 
programmer and project oriented building expert. 
rune veile, bvCa (Dk) is an architect and partner in BVCA. He unfolds an urban 
practice developing areas with a sensitive and sustainable approach towards the 
existing environment. 
sCott burnHaM (us) is an urban strategist specialising in innovative approaches 
that leverage the potential of existing urban assets and opportunities. He is the 
curator behind the forthcoming exhibition “Reprogramming the City” at the Danish 
Architecture Centre. 
sProut “Making tHe City”-teaM (Dk) is an interdisciplinary group of six talented 
young urbanists enrolled in an experimenting programme of site-research, Makers’ 
culture, prototyping and site-reprogramming hosted by Roskilde Festival, Orange 
Innovation, Danish Architecture Centre and Danish Architects’ Association. 
venues
DreaMCatCHer/senna (Pl)
Dreamcatcher is a mirror reflecting multi-functioning sweat tent, which soaks into 
the environment and reflects the surroundings; at the same time it is a performance 
space.
A functioning sweat tent is hidden inside the mirroring elevations; an urban sauna, 
which steaming interior will facilitate releasing of public imagination. The architecture 
serves multiple purposes: it is a site of practical and theoretical poetry, of collective 
dreaming, meditative exchanges and heated debates. The space is open to 
everybody.
Dreamcatcher will be open during the exhibition days and will also host debates 
and performances as an alternative and intimate venue.  The architectural collective 
Senna, (in Polish dreamy), was established in 2013 by Natalia Romik and Sebastian 
Kucharuk. Senna utilises the tools of ephemeral architecture and public art to 
intervene in urban conflicts.
MusiC PerForMers
blooD on a FeatHer (Dk):  meditative, transcendental drone music
De unDerJorDiske (Dk): psych-rock with heavy 60s vibe and Danish lyrics
iCeage (Dk): internationally acclaimed post-punkers introducing their new sound 
JaCQues PalMinger (De): member of art trio Studio Braun, musician, writer, DJ, actor, 
drummer and creative anarchist
Martin ryuM (Dk): member of arty noise-rockers Speaker Bite Me interprets the 
celebrated poems of Inger Christensen
yung (Dk): punky garage rock from Aarhus’ underground
PerForMers
MaxiMuM serviCe (De)
The collective Maximum Service first manifested in 2013 creating the “Church of Beer” 
at Roskilde Festival. “Maximum Service” is an on-going collaboration of social and 
artistic practice uniting architecture, performance, communication and social service. 
Coming from a ritual group experience that engages artists as well as participants,  
they conjointly build social sculptures. 
Maximum Service consists of the architects of Studio Umschichten, the performance 
group cobratheater.cobra, musician Jacques Palminger, the curators of ZTUE – 
Zwischen Theorie und Ekstase, the communicators Mira Laskowski and Serena 
Patalano as well as the photographer Pauline Fischer. 
natalia roMik (Pl)
Graduated from political studies at the Warsaw University, a two-time Berlin Freie 
Universität scholarship holder. She has been involved in numerous artistic and 
architectural activities. 
various FaCilitators/PerForMers 
“Let us let off some steam together” 
Convenor of the cycle: kuba szreDer (Pl)
Kuba Szreder is an independent curator and art theoretician living in Warsaw and London.
16:00 “Letting off Steam” in the Dreamcatcher
17:00  “Letting off Steam” in the Dreamcatcher
18:00 Soundvenue “Roskilde Festival Feeling” magazine release 
18:00 Music Performance by Jacques Palminger in the Dreamcatcher
18:30 “Predator” - Performance by Natalia Romik 
Predator is a mercurial figure creeping towards living beings and inanimate objects, 
between the existing space and new urban challenges.
20:00 Music Performance in the Dome of Visions by YUNG 
21:00 Music Performance in the Dreamcatcher by Martin Ryum 
22:00 Music Performance in the Dome of Visions by De Underjordiske 
23:00 Music Performance in the Dreamcatcher by Blood on a Feather 
24:00 Music Perfomance in the Dome of Visons by Iceage 
Dreamcatcher is open until 01:00
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ARTWORK AND DEBATES: DREAMCATCHER, 
PREDATOR AND THE DANISH DOG’S FESTIVAL
DREAMCATCHER BY SENNA 
A foggy cloud steams out of a mirrored tipi on Søren 
Kierkegaards Plads in Copenhagen. ‘We are letting off 
steam in a disappearing tent. You are welcome to join us. 
Maybe you have something you need to get off your chest 
as well?’
A redheaded woman with big yellow glasses was handing 
out towels and silver plastic bags for visitors to put their 
clothes and belongings in while inviting visitors inside. 
Her name was Natalia Romik, and she is half of the Polish 
artist collective Senna (which in Polish means Dreamy). 
Inside the tent there is a very small amphitheatre with 
room for thirty-five people and an open space in the centre 
like a tiny agora.
Dreamcatcher was a core element in the programme and 
an architectural structure that served multiple purposes. 
Hidden inside the mirroring elevations was hidden a func-
tioning sweat tent: an urban sauna, a site of practical and 
theoretical poetry, of collective dreaming, meditative ex-
changes and heated debates (Senna 2014). Natalia Romik 
described it as follows:
We are very interested in how an architectural 
reinterpretation of a place can be. Especially how more 
intimate and smaller environments can invite to make us 
reflect collectively on our urban spaces. I believe that the 
ancient idea of a shelter or a tipi that provided you calmness 
and the ability to live a nomadic life in between time and 
space, served more reflective purposes that enabled to 
digest life as a journey, more than just a functional shelter 
for resting in the night. And of course the idea of making 
powerful sweating discussions.  
(Natalia Romik 2014, Interview, April 24)
For the Polish arts collective the experiment was not only 
focused on what interruption can bring but also on how 
the scale of space, its physical surroundings, scale and 
heat, can affect us, and in this particular case how moving 
from a large-scale formal setting to an intimate sheltered 
setting can affect the experience of art and the collective 
debate on this particular site. 
The name of the installation—Dreamcatcher—refers to 
the well-known mobile object with a spider-web and feath-
ers, usually known from spiritual environments, which is 
hung over the bed to catch bad dreams. Senna described 
their installation as a modern, spatial version of a dream-
catcher that also allows a conscious level of collective in-
teraction and imagination to take place (Senna 2014). 
It also provided an image of sweating. The idea of sweating 
is often connected with effort and exertion, so the idea of 
having a dialogue or debate in the sweat tent might take 
the discussion to a new collective level. Making someone 
sweat can be a metaphor for a difficult, strenuous situation. 
The fog, warmth and spatial relocation in the installation 
can be explained by the concept Bishop calls mimetic en-
gulfment. Dreamcatcher employed disorientation to create 
an alternative to the familiar, destabilising the typical way 
of navigating using one’s senses (Bishop 2005, p. 82). The 
Dreamcatcher. Photo: Jonathan Kronborg Greve
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participators were in a manipulated room in which fog and 
warmth distorted their orientation, which might in turn 
disturb the expected direction of the discussion. 
THE CHARISMATIC INTERVENTION 
The tent was mirrored on the outside and reflected its sur-
roundings, interrupting the site. However, the interrup-
tion appeared to be a friendly gesture: the tent structure 
evoked a temporary, nomadic habitat, but was also similar 
to the Royal Library building and other newer buildings 
close by, and to the forthcoming Bryghusprojektet in its 
mirrored exterior, which had much in common with the 
mirroring effect of the surrounding glass facades. Instead 
of generating shock and confusion, like the Situationists 
described for their idea of Detournement (Debord and 
Wolnan 1956, p. 6), what Senna enacted was more gentle 
and humorous. 
In Locating the Producers: Durational Approaches to Public 
Art (2011), Doherty argued that a certain engaging genre 
of public art projects can be characterised by their charis-
matic agency. According to Doherty, charismatic quality 
is inviting and can work as a social invitation: an opening 
for a dialogue. She argues that charismatic ownership is a 
way of sharing the ownership of a project even though the 
authorship lies with the individual artist and/or curator. 
(Doherty 2011, pp. 7-8).
Dreamcatcher’s charismatic and friendly approach, and 
the diverse programme it hosted, meant that it attracted 
different visitors. Most visitors who were interviewed said 
that they came by the site often to use the library and that 
the small reflecting installation had evoked their curiosity. 
In interviews they described how they were attracted by 
the installation and went to explore its use and programme 
because it was an unexpected intervention on the site and 
because it was small and glittery (Bryghusprojektet 2014, 
Interview, 27 September). 
After the two debates, the tent was used for ‘Letting off 
Steam’ sessions, operating as an alternative reflection and 
discussion room, whose intention was to function as an 
epilogue of the debates. It was effectively an alternative 
set-up to the seminar format of the debates, and the experi-
ment of relocating after a debate was, as described above, 
an opportunity to cultivate a more informal and intimate 
conversation and to destabilise the more familiar debate 
format. The programme of the debates, which also oper-
ated as a part of the site-writing, also framed a possible 
opposition to the role of public art and artists in urban de-
velopment, thereby touching upon possible conflicts while 
also inviting commissioners from Realdania, representing 
the spaces of representation (Lefebvre 1991, p. 34). 
The Letting Off Steam sessions in the Dreamcatcher took 
place after the debates as another more informal format 
for discussions, including general discussions among the 
speakers and the participants. Some audience members 
who did not participate in the debates in the seminars 
did participate in the more informal discussions that took 
place at the Dreamcatcher. One participant described the 
situation thus: 
I do not always have the courage to ask questions. Not that I 
don’t have them. For me it is actually equally hard to walk up 
to a speaker afterwards and start up a conversation. This is 
like facilitating the post-chat as well. Here we can start about 
chatting about the tent, and the circle [of the seating] sort of 
invites everybody to be part of the discussion. 
(Hansen 2014, Interview, 26 September)
On the other hand, the relocation of the discussion in-
terrupted the informal discussion that emerged after the 
Dreamcatcher. Photo: Jonathan Kronborg Greve
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debates. For around half of the participants this meant a 
convenient opportunity to leave the discussion, while for 
others the idea of entering the sweat tent was too trans-
gressive. One group gathered outside the tent and contin-
ued the discussion there, looking curiously into the tent. 
The intimate room did not have a comforting and alluring 
effect on all the guests and was experienced as too intimi-
dating by some groups. Despite the intention of its being 
an inclusive format that could catalyse a more equal and 
informal debate, it also had the effect of excluding those 
who did not feel comfortable about the intimate format. 
 Others came up with ideas for alternative uses of the pa-
vilion throughout the days of the programme: it could be 
a shelter for homeless people, an urban meditation tent, 
or a nomadic kiosk that could move from place to place 
in the city and collect dialogues (Bryghusprojektet 2014, 
Interview, 27 September). 
In this way the Dreamcatcher allured audiences and pas-
sers-by as a spatial intervention on the site. It invited reflec-
tion, dialogue and intimacy for those who were attracted 
by the installation and its format, and excluded those who 
were not attracted by repositioning and the small scale of 
the installation. 
PREDATOR BY NATALIA ROMIK 
At dusk on Saturday, September 28, a mirrored creature 
sneaked out of the Dreamcatcher. The performance figure 
was named Predator and inside the full-body mirrored suit 
was a woman only showing her face, Natalia Romik, one 
half of the artist collective Senna. The suit was mirrored 
with small square plastic mirrors that tilted and added an 
organic expression to her movements. 
Initially, Predator tiptoed around the site looking fright-
ened and staggered. There were many people on the site 
at this point, and Predator walked curiously around 
them. The movement was similar to an animal’s, recall-
ing both a confused bird and a curious cat—an animal 
on the hunt. 
Predator explored the site extensively, as if the mirrored 
suit worked to capture memory and the body itself was 
an instrument for researching the site. It reached the con-
struction ground of Bryghuset and investigated this par-
ticular site with great curiosity, but was also frustrated by 
not being able to enter the site. 
Predator by Natalia Romik. Photo: Jonathan Kronborg Greve
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The frustration catalysed a trip along the fence of the 
construction ground, where Predator started yelling and 
moaning, and continued to the small green garden in be-
tween the Royal Library and the Jewish Museum. Here it 
began acting more playfully again, as if the peacefulness 
of the garden had an effect on its mood. 
This performance occurred in a more expressive mode: 
Predator continued to embody the current situation of the 
site and its surroundings. Merleau-Ponty states that our 
bodily involvement with things is always provisional and 
indeterminate and that we have the potential to encounter 
meaningful things in a unified but perpetually open-end-
ed world (Merleau-Ponty 1945 (1994), p. 104). Dressed in 
the mirrored body suit, Romik extended her sensitivity to 
the site. The mirrors drew attention to the reflection of her 
surroundings. This reflection occurs in our daily move-
ments, but was underpinned by the mirroring and added 
a hypersensitivity to the performance. Furthermore, the 
mirrors allowed a projection from site to body and body to 
site to take place as a causality, which brought a temporal 
dimension into the performance. 
Romik’s performative action can also be understood as 
a form of site-writing in itself. Rendell argues that site-
writing can be understood as a situated criticism which, 
through writing a site, allows more intuitive and subjec-
tive aspects of the site to appear through an inherently 
spatial role involving both interpretation and performance 
(Rendell 2010, p. 3).
After the journey around the site, Predator returned to 
the Dreamcatcher like an animal returning to its nest, 
returning with its experiences from the trip around 
the site, using its body and mirrors as storage for the 
experience. Predator expanded the expression of the 
Dreamcatcher in a more performative and expressive 
practice. However, it was driven by a subjective embod-
ied experience of the site that did not facilitate a col-
lective debate or engagement, besides the reflections it 
catalysed in its audience, mostly of whom reacted with 
surprise to the performance. 
Predator and Dreamcatcher were, except in obvious ways, 
not very integrated as practices. Predator might work 
as a scout on Dreamcatcher’s more facilitating behalf, 
but the expressions of Predator were unfortunately not 
discussed or reflected upon collectively. Thus, Predator 
intersticed the site and, through curiosity and gestures, 
developed its own tactile and embodied tactic towards 
the transformation. Of particular interest here were the 
embodied expressions of the Predator: they seemed to 
reference issues understood similarly, with some of the 
emotions discussed in the debates held on Friday and 
Sunday that had focused on the lack of access to the dis-
cussions and decisions about Bryghusprojektet’s design 
and future activities. 
Interviewing participants on their reflections on the 
Predator, most of the guests were wondering what it was 
and what it was doing on the site. They could see the vis-
ual mirrored connection to the Dreamcatcher, but besides 
that no one had any idea of the aim or nature of Predator. 
Despite not knowing what kind of creature it was and 
what it was doing, however, the respondents were able to 
Predator by Natalia Romik. Photo: Jonathan Kronborg Greve
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identify the expressions of the Predator. They character-
ised it as confused, seeking, playful, explorative and friend-
ly (Bryghusprojektet 2014, Interview, 28 September). 
Natalia Romik did not serve a meaning with her Predator 
performance for the audience. Neither was her experience 
with the performance communicated to or evaluated with 
the audience. However, despite its lack of framing (apart 
from in the programme), the interviewed respondents 
were able to interpret expressions developed by the perfor-
mance figure as it wandered on the site.
‘THE DANISH DOG’S DAY’, BY MAXIMUM SERVICE 
It’s all about DOGS! Bring your hairy friend to join us in 
service of Danish dogs! The German performance collective 
Maximum Service will be in full service of Danish dogs! 
They will create an ongoing performance using means from 
architectural inventories through aesthetic sing-alongs, patient 
embarrassment and ecstatic feeding performances to really 
boring cuddle-your-dog-as-long-as-you-can experiences. 
Special hypnosis sessions for your dog, a dog photo studio and a 
dog disco are only a few things to be named in advance.  
(Maximum Service, 2014) 
This is how Danish Dog’s Day was presented as an all-
day site-specific performance by the German interdisci-
plinary performance collective, Maximum Service, the 
same collective that staged the Church of Beer project at 
Roskilde Festival. The group presented a Festival for Dogs 
on Søren Kierkegaards Plads next to Bryghusgrunden in 
Copenhagen on Saturday, 27 September 2014. 
The idea of preparing a Festival for Dogs originated, accord-
ing to the group, from an idea of researching the site and the 
future vision of the site of Bryghusgrunden as ‘a vibrant site 
in the city for everybody’. They asked the question: 
How is a site vibrant and that evokes the question 
who’s supposed to create this vibe and who is part of the 
diversity? Do they (dogs) emancipate themselves? Do 
they make friends? Do they create a vibrant and barking 
community with all the stranger dogs they meet? Will there 
be fights? Will we put up with fights? Will a dog whisperer 
show up and question the role of the mediator? Let us put up 
a festival. Let’s see if there are also 130,000 dogs and owners 
showing up.  
(Halbrock and Maximum Service 2014).
 
The preparations for the Danish Dog’s Day started in the 
morning of Saturday, 27 September. The group built up a 
makeshift parkour setting, barbecue area, photo studios, 
and an arena made out of reclaimed material found by the 
building ground. This was a spatial intervention conduct-
ed in a rapid and ad hoc manner. The group collectively 
placed the elements on the site, gently and with care. The 
architect Lukasz Lendzinski explains: 
It’s very important to handle even the abandoned material 
with care in the process to enhance that what one might think 
is trash actually can be something valuable. Maybe not as 
a big architectural manifestation, but rather as a vision or 
spatial interruption.  
(Lendzinski 2014, Interview, 26 September) 
The group were dressed in matching team caps ready to 
entertain and engage dogs. One of the performers was 
dressed in khaki with a hat that had earflaps that looked 
like dog-ears. He was running energetically around the 
site shouting into a megaphone in order to engage dogs 
and their owners in the event, and communicating to 
everybody on the site that the Danish Dog’s Day was tak-
ing place. This was the performer and musician Jacques 
Palminger, who played the role of leader of the group and 
orchestrated the events. During the afternoon he engaged 
one dog in hypnosis, an activity that involved him mak-
ing the dog follow a cord that was tied around his waist 
and had a sausage on the end. Later on, he deejayed the 
‘Dog’s Disco and Karaoke’ in the Dreamcatcher. Another 
performer, Der Schinken Mann, was a dressed in a hel-
met and foam rubber suit. The suit was covered with slices 
of ham and then again covered in a layer of foil. The foil 
was removed at a certain point and dogs jumped on the 
Schinken Mann to eat the ham. Danish Dog’s Day by Maximum Service. Photo: Jonathan Kronborg 
Greve
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Other performers kept the activities going, staying ready 
for dogs and their owners either by the barbecue, photo 
shoot or in the parkour. 
However, not many dogs visited. At one point the perform-
ers put up a fence for a small dogfight arena, with the fence 
obscuring the view for the actual fight. The performers 
were jumping and cheering different dog’s names, awak-
ening both curiosity and horror amongst the passers-by. 
When they got close to the arena, however, they saw that 
there were no dogs fighting but only the performers cheer-
ing. At one point a participant went into the small arena 
and started acting like a dog. 
Maximum Service argued that irritation as a mode of reflec-
tion is an approach through which to explore a broader dis-
cussion of agency. Their choice of dogs as potential partici-
pants in this event was not a matter of protecting or showing 
extra care toward a group or species in society that cannot 
speak for itself but a matter of emancipating space. Halbrock 
from Maximum Service explained as follows: 
Thinking of potential users we ended up considering animals 
and especially domesticated dogs as users as well that we 
would like to invite. Plus their owners. A temporary encounter 
of species. Observing the encounters of dogs and their use of 
the space. As Christov-Bakargiev puts it – ‘In my opinion, 
in a true democracy everybody is allowed to express him/
herself. The question is not if we give dogs or strawberries the 
right to vote but how a strawberry can presents its political 
intention. I don’t want to protect animals and plants, I want 
to emancipate them’.  
(Halbrock 2014, Interview, 6 September).
For Maximum Service, the choice of dogs became a sym-
bol in the debate about how emancipating spaces could be 
created in the city. Even though someone (or a group like 
‘everybody’) would be allowed in Bryghusgrunden in the 
Danish Dog’s Day ‘Der Schinken Mann’ 
by Maximum Service. Photo: Jonathan 
Kronborg Greve and Dorothee Hallbrock
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future, according to Realdania’s vision (2013), the question 
is rather whether the site is designed to be inviting for every-
body. The audiences and participants in Danish Dog’s Day 
expressed both confusion and amusement over the concept. 
When asked about the event, one respondent said: 
I saw the poster for the event. It looked hilarious, but I’m not 
sure what is going on? Why have a festival for dogs here in the 
middle of Copenhagen?  
(Laura Larsen, Interview September 26 2014) 
Another participant said: 
My friend told me about the event. So I came here with my 
dog. The event and performers are very entertaining. I wish 
there were more activities like this in the city.  
(Malene Holm, Interview September 26 2014) 
And a third observer expressed: 
This is really weird. I cannot figure out what they are doing. 
The people seem overwrought.  
(Peter Schønneman, Interview September 26 2014) 
The quotes from the interviews reflect the way that visi-
tors and participants were having a hard time decoding 
the idea of the event. For Maximum Service, however, 
the experience of nonsense was just what they had been 
aiming for. They described the weirdness and absurdity of 
a festival for dogs in the middle of the city centre where 
not that many citizens walk their dogs as a playful way of 
making passers-by and visitors to the exhibition consider 
the absurdity of the endeavour, though they also operated 
carefully to imbue meaning in the absence of participants. 
Interestingly, Maximum Service deliberately planned an 
event that they knew had a risk of no participants: their 
goal was to stage a critical experiment. Three key elements 
from the performance should be elaborated upon:
1. Bryghusprojektet has the goal, like many other 
substantial urban development projects, of 
becoming an urban catalyst for vibrant city life in its 
strategic argumentation; however, the environment 
is such that the site is planned and designed in a way 
that this goal seems impossible to fulfil. Maximum 
Service invited the dogs (or the absence of dogs) 
to investigate the vision and potential of a ‘vibrant 
place for everybody’ as prescribed by the vision for 
Bryghusprojektet.
2. The performance played with reciprocal spatial 
action, interplaying with a grotesque performance 
spectacle versus the absence of the participants. 
Maximum Service purposefully experimented with 
an empty event set-up, commenting on multiple 
landscapes of events we see today—and one 
might think of what that they could do for urban 
development. An empty dog festival with over-
energetic facilitators can make one wonder whether 
all these event set-ups achieve much besides creating 
spectacles. The performance should be understood 
instead as a critique of the festivalisation of cities, 
a questioning of the purpose of the festivalisation 
concept. 
3. Point 2 also raises an embedded question of the 
role of the artist’s agency in contentious contexts. 
In a recent discussion on the role of artists in 
gentrification, Phillips pushed the question of 
the agency of artists in these set-ups (Phillips, 
Creative Time Summit, Stockholm, November 
14 2014). Phillips argued that when artists go into 
sites they contribute to the gentrification process. 
Maximum Service questioned their own role in 
this set-up by intentionally planning a participant-
driven project with very few participants so as to 
enhance the emptiness by which these kinds of 
ephemeral projects can be characterised when, as 
the group describes it, ‘a site is flooded with nothing’ 
(Maximum Service 2014, Interview, 23 October). 
PLAYFUL AND YET CRITICAL 
Bakhtin describes how the carnival, for a temporary period, 
can dissolve the dominant hierarchy, relations, privileges 
and norms of a society (Bakhtin 1965 (2001), p. 30). Danish 
Dog’s Day made use of approaches similar to Dreamcatcher 
by opening the dialogue and staging a situation that em-
ployed humour and absurdity as a driving force. 
Maximum Service also staged The Church of Beer at 
Roskilde Festival with a very humorous and festive, inclu-
sive approach to collectiveness and gender roles. However, 
in this project Maximum Service seemed to have added 
yet another layer of grotesqueness to their practice. In 
their work with the absurd situation of a festival for dogs 
on Bryghusgrunden they performed an event that inter-
rupted the site with a reciprocal drama of either the dogs 
playing on the site or an empty theatrical set-up. The gro-
tesque absurdity of this double-bound situation can be 
164 Between Sites: Relocating Critical Curatorial Practice
Dreamcatcher by Senna. Photos: Jonatan Kronborg Worre
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The Exhibition of the previous cases and debate room in the Dome. 
Photos: Jonathan Kronborg Greve
Debate. Photos: Jonathan 
Kronborg Greve
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associated with a concept developed by the Situationists 
in the 1960’s—the concept of Detournement. 
In their Users Guide to Detournement, Debord and Wolman 
offer an approach of to how to interrupt and destabilise 
and bring new objects together for a synthetic organisa-
tion of greater efficiency (Debord and Wolman 1956, pp. 
302–309). The Situationists’ interruptions were carried 
out as written or displaced text within existing texts, or 
grotesque theatrical events in urban contexts that func-
tioned as a critique of what they called the Society of the 
Ongoing Spectacle (Debord 1967). 
The critical approach of the Situationists might have been 
a reference point for Maximum Service, and the ques-
tions they raise have similarities to Situationist agendas, 
including a general emancipatory aim staged through 
disruption and grotesqueness, but in which one can find 
fellowship. By using rather old approaches in contem-
porary ways, they entertained an audience of involved 
participants and raised critical questions concerning 
the goals of vibrant creative cities. Who gets to use these 
sites? What is the role of artists in this situation? Is there 
a disadvantage to temporary projects? One can ques-
tion whether Maximum Service’s agenda belongs only 
to Bryghusgrunden as a particular site-specific event 
or whether it can serve as a global criticism addressing 
a wider discursive tendency and could be performed in 
other contexts facing similar challenges of disagreement 
about the transformation of urban sites. 
Maximum Service did succeed in confusing their audi-
ence and participation through their grotesque project 
of a festival for dogs. And even though the activity was 
described in the programme and advertised through 
posters and on several dog-related communities on the 
Internet, all the respondents were confused about the 
idea of the project (Bryghusprojektet 2014, Interview, 
28 September). The aim of irritating was rather under-
mined by a state of confusion. Even though Maximum 
Service aimed to irritate and confuse, it seemed that they 
did it only to an extent, where their aim, beyond mak-
ing a spectacle, was very hard to interpret for anyone not 
involved in the project. This aspect can become problem-
atic as a participatory event. 
DEBATE AND DISCUSSION
Two debates were planned and carried out as an exten-
sion of the artworks. The Danish artist Pelle Brage from 
the artist group Parfyme was part of the debates about 
the site. He presented Havnelaboratoriet, an artist project 
that took place on Bryghusgrunden in 2008. Here the core 
idea was that of inviting interested people to come up with 
their own ideas for this harbour spot. Parfyme had tested 
different uses of the site, collectively with public users and 
with various artists. It took place in 2008 as a temporal 
art project directly on the site, and was commissioned by 
Uturn, the Quadriennale for Contemporary Art 2008 in 
Copenhagen and Realdania. 
Parfyme was interested in researching what kind of poten-
tial the harbour could have for the citizens of Copenhagen 
and wanted to collect and carry out ideas for the har-
bour. The start-up was set to be a six-month period in 
Havnelaboratoriet, but the aim was to find ideas that could 
have potential in the future. The idea behind the project 
was that the most successful of the ideas the participants 
in Havnelaboratoriet came up with and tested could in-
fluence the permanent planning of Bryghusgrunden and 
Bryghusprojektet. The project evolved with experiments 
and ideas such as a floating cinema, concerts on water-
bikes, a floating sea monster that reacted to things it did 
not like in the harbour, a museum of projects, etc. There 
was a wide range of relational experiments on possible 
uses of the harbour, presented with a humoristic and play-
ful approach. The Harbour Laboratory was a way of stag-
ing a humorous alternative that included participants by 
collecting their ideas for potential uses of the harbour 
(Brage 2014).
The Harbour Laboratory 2008 by Parfyme. Photo: Parfyme
Brage described how the funding process for the project 
had been complicated and ended up with no funding at all 
besides the permission to use the site of Bryghusgrunden 
from the owner Realdania. Bryghusprojektet was in the 
commissioning process at this point, which also imposed 
limitations on the openness of the project (Ibid). Brage 
was questioning whether the project had any impact as 
research involving tests or was ‘just a circus’ or embellish-
ment when needed:
There were certain things we were not allowed to issue in the 
project. We were not allowed to issue or work with the design or 
the plan of Bryghusprojektet. It seemed that Realdania did not 
want their plan on Bryghuset to be disturbed by our process.  
(Ibid)
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In the quote, Brage describes how his artist group was en-
gaged on the site but that it was not the intention of the 
developer that their artistic and involving project of col-
lecting ideas should influence the Bryghusprojektet. 
Two days after the debate with Parfyme, another debate was 
held with the leading commissioner of Bryghusprojektet, 
Peter Fangel from Realdania. Although there were other 
participants, the discussion was mainly between Fangel 
and the audience who framed questions about the role of 
temporary projects like Havnelaboratoriet in relation to 
Bryghuset, such as whether it mattered at all for the final 
design. Fangel stated that the decisions on design were 
made at a commissioning level in Realdania without di-
rect influence from artists and practitioners, but claimed 
that the artistic practices did make commissioners re-
flect on the use of the site (Fangel 2014). Fangel focused 
on the site-preparation for Bryghusprojektet. Realdania 
had received criticism about the lack of involvement in 
the project by locals, who were only involved through 
public meetings. He outlined how they had changed 
their approach to communicate more about the project 
and to engage in dialogue about the site, involving other 
professionals such as artists to create temporary projects 
that could improve the waiting time for the project, raise 
awareness and gather ideas for the development around 
the site (Ibid). In the debate, the focus was on the role 
played by temporary art projects for the commissioner. 
Did it serve as research at all? The discussion turned to 
the question of recognition of how an interdisciplinary 
group, including artists, architects, local communities 
and institutions can add to a commissioning process, and 
the research potential of temporary projects if the knowl-
edge from the project is taken seriously. 
The debate circulated around the question of who the 
Bryghusprojektet was being made for. Was it a symbol of 
the power of the Realdania foundation? Or was it made for 
the public of Copenhagen? Furthermore, there was criti-
cism about the insensitivity of the project in terms of loca-
tion, scale and the choice of steel and concrete as materials. 
The discussion continued afterwards in an informal man-
ner, and a small group made it to the intimate discussion 
in the Dreamcatcher, a small installation with room for 
35 people, discussing the possible use of the public space 
around Bryghusprojektet (to be discussed further below).
PARTICIPATION, AGENCY AND AUTHORSHIP 
The Dreamcatcher, Predator and Danish Dog’s Day all raised 
questions about the site through their own critical spatial 
practices and provided participants and audiences with the 
opportunity to discuss, imagine and wonder about them. 
The shadow play reopened the dialogue, if only for the three 
days on which the temporary encounters took place. 
PARTICIPATION 
The concept in the artworks operated on different levels of 
participation, as understood in Lacy’s concentric model. 
Dreamcatcher as a spatial relocation of dialogue framed an 
involving dialogue and intimate event. It aimed to provoke 
a debate with a more present quality. As the interviews and 
observations of the installation show, these intimate sessions 
were compelling to some participants while others did not 
feel compelled or attracted by the format but rather found it 
too intensive. The qualities of Dreamcatcher as a catalyst for 
more direct and dialogue-based discussions thus only seem 
Debate Photo: Jonathan Kronborg Greve
168 Between Sites: Relocating Critical Curatorial Practice
to have succeeded in their intention for some of the partici-
pants. If we concentrate on the participants who were com-
pelled by the concept, their participation took place in a de-
bate format, which is not a format that is credited in Lacy’s 
concentric model of levels of participation. The experience 
of the intimate, informal and relocated debate, however, did 
convey to some of the participators an understanding that 
it was a less hierarchical debate in which they themselves 
could debate on an equal level with, for example, the devel-
oper from Realdania, and start up a dialogue. Thus we can 
conclude that for some the spatial intimacy and relocation 
offered a more intensified debate and interaction than that 
offered by traditional formats. 
The mirrored performer Predator interacted with the au-
dience, though the audience were mainly observers and 
followers of its wanderings in the city. In Lacy’s model 
this is the third lowest degree of participation, that of the 
immediate audience, in the traditional understanding 
of an audience, for example museum-goers who experi-
ence artwork directly but do not engage or interact with 
it (Lacy 1995, p. 179). 
Danish Dog’s Day involved dogs and their owners – and 
the absence of dogs and their owners - in the spectacle of 
a festival for dogs. They played with the reciprocal agenda 
of staging a participatory event in which almost nobody 
was participating in order to critique the participatory 
aspects of festivalisation in urban cultural development. 
They purposefully played with participation, or the ab-
sence of participation, as a way of staging their critical 
agenda. When participators and their dogs are invited to 
engage but cannot figure out the critique they are evolv-
ing together with the group, we can hardly understand 
them as being engaged, in Lacy’s terminology, but rather 
at static If we consider the low number of participants in 
Danish Dog’s Day in terms of the character of the partici-
pation, the participators can be understood, according to 
Lacy’s model, as being in the third circle of participation, 
which is concerned with volunteers and performers who 
participate and engage without having any direct influ-
ence on the formation of the work (Ibid). This level of 
participation correlates with and is nuanced by Bishop’s 
concept of delegated performers. If we follow Bishop’s 
concept, where the delegated performance balances be-
tween the ethical abuse of labour by the artist and em-
ploying the thoughtfulness of performers/participators 
as an antagonistic statement, the process of the artworks’ 
engaging quality can take place on the level of aesthet-
ic realisation, which is more complex than the levels of 
participatory engagement that Lacy elaborates in her 
concentric model. Maximum Service employed the use 
of participators—and the absence of participators—in a 
symbolic way by criticising the broad concept of creating 
a ‘vibrant place’ on the site. 
AGENCY
Bryghusprojektet was characterised by having different 
rationales and thereby also different agencies represented, 
as were the cases in Tempelhofer Freiheit and Hackney 
Wick. The curatorial agency in this case was focused on 
cultivating a continuing dialogue on the future of the site. 
This was a dialogue which had come to halt after the com-
mission of Bryghusprojektet. The agency researched here 
through critical curatorial practice was therefore focused 
on discussing and showing how the role of an artistic ra-
tionale could coexist on the site. This agency took place in 
the form of site-specific, humoristic and critical gestures 
by Predator and Maximum Service, who questioned the 
future agency of the site through their site-writing of the 
site. It also took place in the form of debates, including 
more traditional style of debates, in which different ration-
ales of the site were debated, and the intimate relocation of 
debates to Dreamcatcher, which was meant to recalibrate 
the hierarchical feeling of the debate format into a more 
informal atmosphere, thereby nurturing dialogue be-
tween the different rationales. Dreamcatcher operated as a 
charismatic and for some participants alluring framework 
that disarmed and spatially facilitated a more informal and 
intimate form of debate. 
Thus, while the critical and artistic gestures were operating 
on behalf of an agency wanting to discuss the future of this 
site further, they can also be understood as a programme 
that made the site vibrant and foreshadowed the atmos-
phere of the Bryghusgrunden. Critical or not, the temporary 
encounters did contribute as a whole event to the vibrant at-
mosphere on the site, and thereby not only contributed to an 
artistic and empowering rationale but also to the narrative 
about the future of the site as a cultural catalyst. 
AUTHORSHIP
Authorship in this case was shared with DAC and 
Realdania, with DAC as the future headquarters of the 
site and Realdania as the funding foundation and devel-
oper of the project. This was an ambiguous partnership 
that also staged a critical event challenging the direction 
of the project through site-writing and shadow play. The 
agency set out to re-establish a dialogue about the future of 
the site and to facilitate criticism and suggestions for how 
the site could flourish. The three-day event of Temporary 
169Bryghusprojektet
Encounters, which encouraged both dialogue and criti-
cism, was carried out in shared authorship with both ar-
tistic discourses and the discourse of the developer, with 
a critical agency. This occurred in line with Phillips’ ar-
gument that if curators have the ability to relocate their 
practices within the ruling power rationale in order to re-
configure a situation then they should take this ability seri-
ously (Phillips 2011).
Over the three days, there were ideas, inspirations, cri-
tiques and dialogues, most of which would likely have 
benefited from being cultivated and maintained over a 
longer period of time, though the involved institutions 
had no obligations to maintain the dialogue. In this way, 
the ephemeral method of shadow play became a challenge. 
When there is no obligation to maintain the critique and 
involvement of participants in the dialogue, the dialogue 
becomes unhinged and non-binding in the same way that 
Parfyme experienced with Havnelaboratoriet in 2008. 
Phillips further argues that new institutional responsibili-
ties and structures are needed from art institutions to sup-
port the practices and commissioning processes operating 
in these fields (Ibid). The situation illuminates the process 
of tailoring a critical curatorial practice and relocating it 
as a dialogue in-between a critical agency and the ruling 
power rationale of a site. There lies a responsibility for the 
commissioner to further cultivate and maintain this dia-
logue amongst different agencies. 
TEMPORARY SPATIAL INTERRUPTION AS SHADOW 
PLAY 
Rendell argues that contemporary practices of art, archi-
tecture and landscape design can be understood in an in-
terdisciplinary way as a critical spatial practice which ac-
knowledges the importance of the temporal, specifically in 
relation to the past and present in allegorical and dialecti-
cal constructions (Rendell 2006, p. 17). The artwork and 
debates involved in this project aimed at facilitating a shad-
ow play that could operate dialectically through ephemer-
al and critical attitudes towards the site-specific situation. 
The shadow play and site-writing focused on how a critical 
curatorial practice could progress and restart a dialogue 
addressing the planning agenda through ephemeral art-
works and discussions structured and framed as shadow 
play that developed as site-writing.
Dreamcatcher offered a charismatic spatial relocation that 
allowed more informal and intimate debates to emerge, 
either as sweating sessions or performative intimacy. It 
became a nomadic spatial catalyst for discussion and in-
terruption. Predator explored the site as a performative 
gesture of critique. Finally, Maximum Service staged the 
grotesque spectacle of a Festival for Dogs as a critique of 
the festivalisation of the city. Through an ephemeral nar-
rative that framed the site, these works allowed audiences 
to envision and discuss possible futures for the site. In the 
shadow play they were disruptive, spatial and non-verbal. 
The discussions and the exhibition allowed a binding 
framework to be established. This combination was also 
seen in Die Grosse Weltaustellung and through the activi-
ties of Public Works in Hackney Wick. Combining the 
‘pre-verbal’ with the ‘verbal’ allowed the artists to employ 
shadow play as an ephemeral destabilisation, relocation 
or intervention to either host spatially, as Dreamcatcher 
did, or as an expression or intervention, like Predator and 
Danish Dog’s Day, which generated debate and dialogue 
that processed or framed the discussions.
As site-writing, the concept of shadow play aimed to 
choreograph questions about the future use of the site 
and the dialogue around it through a situated focus on 
Bryghusgrunden and Bryghusprojektet. The debates were 
focusing on the site, whose future was discussed, for a very 
limited time period, by the participants and their interact-
ing with the artwork. 
SUMMING UP: BETWEEN SITES, ARTWORK AND 
DISCOURSES
The aim of the curatorial practice in Temporary Encounters 
at Bryghusgrunden was to explore whether re-facilitating 
a dialogue through shadow play on the future of the site 
could revive the dialogue about the future of the site. 
The critical curatorial practice researched all three as-
pects of the trialectic: the site and the historical events 
of the site, the developer discourse led by Realdania, the 
artworks by Senna, Romik and Maximum Service, and a 
debate program. 
A shadow play trialectic was developed in order to inter-
rupt the frozen dialogue, focused on re-establishing the 
dialogue on the use of the site for the three days during 
which the case took place. A critical dialogue might have 
emerged as a specific influence on the future use of the site 
and building if the dialogue had been maintained instead 
of merely intervening for three days. 
Unlike the other projects, Temporary Encounters was intro-
duced and ended with a debate that allowed the construc-
tion of a dialogue between the different rationales on the 
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site. The debates made it possible to frame and extend dis-
cussions about the site-specific situation. Particularly for 
those interested in engaging in the intimate format in the 
Dreamcatcher, it allowed the emergence of an intimate and 
informal debate on challenging topics regarding the site. 
The model shows how this curatorial practice aimed to in-
tervene with a curated form of shadow play that could re-
open the dialogue and create a scenario other than what 
was currently in place. The final debate, as presented at 
the beginning of the chapter, was understood as the dia-
logue that enabled the discussion between site, discourse 
and artwork (or artists). The discourse for this site was 
defined by the commissioner of the Bryghusprojektet, 
Realdania. The head of Bryghusprojektet from Realdania, 
Fangel, was a key presenter, and there was an open di-
alogue between him, the artists and the public. This 
discussion was critical towards the project, and Fangel 
said that Realdania was aware that communication and 
dialogue had not been open enough in the first part of 
the project but that they had learned from the criticisms 
they had received and had decided to open up the pro-
cess. The discussion became heated when Fangel stated 
that the temporary artistic processes on the site had been 
interesting and that some of the notions could be taken 
into the final design of the project, but that these projects 
and processes would not be a part of the decision-making 
process for sites that Realdania commissioned (Fangel 
2014, Debate, 28 September). However, by suggesting 
uses of the site and facilitating discussion, the potential 
shadow play did show engagement and interest from the 
artists, the public, the developer and planner. (Following 
these events, the commissioner Realdania contacted the 
writer of this thesis and requested further collaboration 
in order for commissioners to gain knowledge about 
commissioning temporary art projects as a part of their 
development process.)
In this way, re-establishing the debate about the site did 
happen on that weekend. The different agents concerning 
the site discussed the agency on the site. On an artistic and 
spatial level, the shadow play had interrupted the site and 
suggested perspectives that could be included in future 
work on the site. Although this was only done for three 
days, these ephemeral notions may have served to evoke a 
vision or re-launch a discussion. 
It is reasonable, however, to be concerned with the dis-
cussions and dialogue that this model of curatorial meth-
odology can encompass. In the last case, site-writing as 
shadow play developed sensitivity towards contentious 
sites, and operates well in bringing the three elements of 
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the model together for a short period of time. A project 
like Temporary Encounters, which lasted for three days, 
raised and facilitated a discussion, offered new room for 
reflection and brought conflicting partners together; 
however, the concept remains fragile as long as there are 
no agents to bring the discussion of the role of artworks 
on this particular site further. It is also important to re-
flect on authorship and agency, which appeared to have a 
double role here, just as it did for muf in Hackney Wick. 
Here, authorship was shared between DAC, Realdania 
and the artists. This situation can be understood as plac-
ing the critical curatorial practice within the planning 
and developer discourse, while still developing a critical 
agency from this position. This is a position that calls for 
communication and subtle critiques, but which in this 
project made it possible for the different agencies in-
volved to envision a possible dialogue on the objective 
in the future. 
The concept of shadow play as a critical curatorial prac-
tice generated and re-facilitated the discussion and was 
researched within the three-day period. Nevertheless, the 
methodology stands, for now in this particular case, as an 
ephemeral gesture, an alternative and a question-mark. 
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CROSS-CASE DISCUSSION  
AND SUMMING UP
The last site-writing and shadow play, in the Temporary 
Encounters at Bryghusgrunden, generated some final uni-
fying reflections from operations informed not only by the 
theoretical research model and in the curatorial laboratory 
but also by the curatorial research methodology through-
out the cases. Now that the last iteration and all four cases 
have been processed, it is possible to sum up and discuss 
the results from the cases generated from the research be-
fore moving onto the concluding chapter. 
The research model operated as a travelling research con-
cept between sites throughout the cases. The iterations 
allowed reflection on research experiences from case to 
case. The iterations created a chronology: the first case in 
Tempelhof was introductory and naturally did not allow for 
the same depth of research knowledge from the iterations 
as Bryghusgrunden, which was the final case, and therefore 
had a more developed and expanded research methodology. 
The choice of cases, theoretical model and curatorial labora-
tory, as well as the generated findings, will be discussed in 
the following cross-case discussion and summing up. 
THE THEORETICAL MODEL AND THE CURATORIAL 
LABORATORY 
The methodology was an interdisciplinary combination 
that made it possible to test the theoretical framework an-
alytically on the first two cases and also allowed the latter 
two cases to focus on the ability of the model to function 
both at the festival and in the urban terrain. This set-up 
generated a bipartite methodology in which iterations 
from Berlin and London enabled critical curatorial prac-
tice to be researched. 
In this way the cases generated information on the rela-
tionships between the particularities of the different sites, 
discourses and artworks in which the theoretical models 
and the curatorial laboratories were operating. Setting up a 
curatorial research laboratory has through this research thus 
encompassed a practice that emphasises the dialectic rela-
tionship between theory and practice in curatorial research. 
The theoretical model was inspired by Rendell’s trialectic of 
critical spatial practice, which includes time as well as the so-
cial and the spatial. This perspective was thereby expanded 
and reconfigured in dealing specifically with critical curato-
rial practice as a form of site-writing in the context of urban 
transformation and at Roskilde Festival. The combination of 
a theoretical model informed by art, spatial and discourse 
theory, and an underlying premise of the temporal topolo-
gies, enabled unpacking analysis that was focused on the re-
lationships between these three core elements in the model. 
In Tempelhofer Freiheit, this facilitated the analysis of how 
raumlabor and HAU responded critically to the planning 
discourse through their critical curatorial practice, which 
operated as a counter-discourse to the development strate-
gy for Tempelhofer Freiheit. In Hackney Wick, on the oth-
er hand, the curatorial model relocated the critical agency 
within the planning discourse, while the artistic practices 
tailored by the curatorial model critiqued the site-specific, 
mega-event-led development of the 2012 Olympics that 
had strongly influenced Hackney Wick. The artistic prac-
tices addressed and critiqued through site-writing. In this 
way the theoretical model illuminated the way that the 
critical practices addressed the relationships between site, 
discourse and artwork. 
The analytical lens from the theoretical model, together 
with the practice-led research in the laboratory—i.e., site-
writing—operated as curation and facilitated research 
of the relations in the research model through the last 
two practice-led cases. This dialectic between theory and 
practice allowed the concept of shadow play to be coined 
in Tempelhof, and the concept of site-writing to be devel-
oped in Hackney Wick, and were employed as curatorial 
concepts that emphasised a particularly ephemeral, desta-
bilising and disarming kind of critical curatorial practice 
used in the last two cases. 
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At Roskilde Festival, the site-concept of the festival 
emerged from the relationships between artwork and the 
ideological core vision of Roskilde Festival as a magnified 
form of shadow play in contrast to the urban contexts. In 
the last case, Bryghusgrunden, the shadow play disrupted 
the current vision of the site and allowed a dialogue and 
critique about the future use of the site. 
The research process is illustrated in the scheme above. 
Here we can see how the theoretical model generated 
knowledge about and evaluated the concepts of site, dis-
course, artwork and temporality, which constituted the 
theoretical concepts of the model. The findings from this 
research process are now possible to discuss after the ac-
complishment of the case studies. 
Site 
The concepts of the sites in the three urban cases were 
characterised by the same overarching contentious chal-
lenges. The theoretical trialectic illuminated how there 
were discrepancies in these cases between the practised 
sites and the representational spaces. Roskilde Festival 
was a different case, where the site-concept was designed 
and followed directly from the ideological aim of the site. 
The concept of site was in all cases closely related to the 
discourses and rationales related to the sites, meaning 
that the model taught us that site and discourses, or dis-
courses and spatiality, are possible to explain through 
Lefebvre’s concept of space in the production of space. 
However, the close relation of discourse and site also 
means the concepts are entangled and that it is complex 
to differentiate between these two categories. This entan-
glement reflects the close relation and dynamic between 
the two concepts, and this interconnection might also 
stem from Lefebvre’s understanding of spatial practice 
and representation of space as it is employed in the theo-
retical research model. 
The concept of site-specificity did cover the character-
istics and the relations to the sites established by all of 
the artworks. In Hackney Wick and at Roskilde Festival 
the artworks did establish very site-specific relations, 
but in Tempelhofer Freiheit and at Bryghusgrunden the 
artwork could be more precisely understood by the term 
‘site-oriented’, which I suggest employing since it does 
not claim that the artwork is not interested in the embed-
ded situation on the particular site but rather that it is 
concerned with being unhinged and nomadic in order to 
relocate its practice to sites with similar issues in order to 
catalyse site-specific debates. 
Discourse
The ruling power rationale/hegemony and discourse in 
the urban cases all framed the discourse through spatial 
manifestations such as enactments of the planning strate-
gies, presented in documents, renderings, actions and in-
terviews. This representation establishes a strong setting 
of the hegemony of sites. This was an aspect that was also 
valid in the temporary festival city of Roskilde Festival. 
At Roskilde Festival the discourse of the festival city and 
the curatorial programme were naturally entangled, since 
the ideological discourse of Roskilde Festival was frame-
setting for the spatial formation of the festival. 
Interestingly, there was a tendency amongst the curators 
in the urban cases to involve themselves in the planning 
discourse and the ruling power rationale as a way of steer-
ing and exerting influence on the employment and use of 
art, instead of withdrawing from it as both Phillips and 
Mouffe advise. Thus there seemed still to be a gap between 
the understanding of the role of artwork in the ruling pow-
er rationale of the sites and the way the artist and curators, 
Mouffe and Phillips, understand the potential and role for 
artwork in contexts of urban transformation. 
As described in the section above, the concepts of site and 
discourse are set up as interconnected in this research. 
This aspect confirms that site and discourses are entan-
gled, but also fails to makes it unclear how to separate the 
categories in some cases and situations, as for example in 
Hackney Wick, where the site was very affected by the 
2012 Olympic Games that operated as a catalyst for an 
event-led development strategy for the area. 
Artwork 
The artwork in all cases operated within the framework 
of critical spatial practice. This perspective led to the 
artwork being represented as an often interdisciplinary 
genre operating in between and between art and urban 
design or small-scale architecture. Through the cases 
these projects were treated as artwork, and they all in-
cluded artistic characteristics. But the chosen cases can 
also be seen as precursor for an emerging relationship 
between urban design and architecture, as well as being, 
as Rendell describes in Art and Architecture, a place be-
tween. In these cases the dialectic of the critical spatial 
practice showed itself as urban and architectural design 
that adopted critical, reflective and performative as-
pects. This was seen in Studio Superniche’s Blue Fence, 
the Curiosity Shop by Public Works, Maximum Services’ 
Church of Beer and Senna’s Dreamcatcher. Here designs 
expanded with artistic critical aspects. The choice of 
recognisable designs, such as a church, a curiosity shop, 
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a tent, etc., was closely connected to the aim of the art-
ists and architects to engage and invite participators into 
their practice by representing works that were accessible 
and that they could relate to through its function, and 
then add a reflective layer of critique and realisation in 
its programme. It can also be understood as a strategy 
of ”sugar-coating the bitter pill”, as Lisa Fior of muf puts 
it (Fior 2014). Most of the artwork confirmed that plac-
ing critical gestures through inviting and communicative 
projects is an approach that confirms a relationship be-
tween design and the critical art. 
Thus the research also showed an example where this po-
tential was not exploited. In Tempelhofer Freiheit it was 
also noted how the critical curatorial concept of Die Grosse 
Weltausstellung was diluted by the project of Feireiss 
Institute für Imaginäre Insel, which did not express the 
same level of criticality. 
The temporary artworks operated generally as creators 
of new spaces for reflection and critical gestures, i.e., in 
Lefebvre’s terms, as spaces of representation. The curated 
artworks in the cases showed particular qualities from 
the theoretical trialectic in their critical spatial practice, 
such as humour, grotesqueness, charisma, playfulness and 
interventionist effects that were employed in all cases to 
stage and engage their audience in critical, reflective and 
engaging agendas. 
The engaging strategies operated on two different levels. 
In Hackney Wick there was a practice similar to that of 
Public Works that aimed to involve participators in direct-
ly influencing the site and the community in which they 
were operating. The other and more predominant level of 
realisation was to be understood as an empowering expe-
rience through aesthetic effects, as Bishop and Nielsen as-
cribe the artistic participatory experience not as a direct 
effect on the urban context but as an empowerment of the 
individual. 
In the model the artwork as such was separated from the 
curatorial methodology of site-writing. Thus these two as-
pects were mutually dependent, which gave the artworks a 
more dynamic and predominant status than the sites and 
discourses in the analysis. 
Temporality 
As an emerging tendency in this field of research, tem-
porality was a premise of all the researched curatorial 
projects and artworks. Temporality allowed the projects 
to operate as interventions, and the ephemeral structure 
made possible, through the particular form of shadow 
play, renderings of narratives, which are not always the 
positive and visionary urban design renderings of a site 
as we typically know them from design proposals. A ren-
dering can also be a critical and reflective narrative, and 
particularly at Bryghusgrunden the temporary structure 
of the artwork made it possible to present a short shadow 
play which for a while rendered a new space for dialogue 
on the site. 
Temporality is thus also a challenge for critical practice. 
The unhinged and nomadic character which in most of 
the cases, particularly Tempelhof and Bryghusgrunden, 
was not even site-specific oriented, put them at risk of 
becoming very short spectacles without any impact and 
influence. Temporality allowed critical experiments to 
emerge; however, the vulnerability in the experiments 
also lies in their temporality when the critical agency is 
not necessarily maintained. Therefore, temporality also 
seemed to become a disadvantage of these projects. Their 
temporary qualities did operate spatially and critically, but 
the fact that none of the artistic initiatives were set to be 
maintained and integrated as a valuable question-mark in 
long-term planning strategies made their site-writing and 
points to some extent weak. Despite being archived in the 
artistic discourse, how should the planning rationale be re-
minded of their insights? In Hackney Wick, muf, through 
their public arts strategy, Home Grown and Public Works’ 
ongoing work in the area did strive for a long-term com-
mitment even for the temporary projects. 
At Roskilde Festival, temporality did not intervene in the 
same manner as it did in the urban projects, since the fes-
tival in itself only lasts for eight days. However, Roskilde 
Festival should rather be understood as a temporary inter-
vention and a break from daily life, which impacts on its 
audience through its curatorial model and on the city of 
Roskilde in the eight days it is on and throughout the year. 
Therefore the temporality of Roskilde Festival is better un-
derstood differently and in a broader perspective. 
CRITICAL CURATORIAL PRACTICE AS SITE-WRITING AND 
SHADOW PLAY
The curatorial practice in the two first cases was analysed 
as site-writing (the Hackney Wick case) and shadow play 
(in Tempelhofer Freiheit). Rendell’s concept of site-writ-
ing implies an embedded engagement with the site it op-
erates on and a way of activating and creating space for 
Lefebvre’s concept of spaces of representation. Shadow 
play is the specification of this practice when it is made 
temporal and operates as a temporary gesture, a counter 
discourse, a critical narrative to the future of the site. 
This specified kind of critical curatorial practice made 
it possible to address site-specific issues in urban 
178 Between Sites: Relocating Critical Curatorial Practice
development through artistic practices, not aiming to al-
leviate urban change led by economic rationales but rath-
er to critique through involvement and engagement as a 
striving for influence. 
If we understand site-writing as a curatorial model, it 
is an embedded site-specific approach; the cases have 
shown, however, that it has challenges if it does not en-
gage in the particular site. Particularly in Tempelhof and 
at Bryghusgrunden, the curated projects were more site-
oriented artworks that could catalyse site-specific issues 
in similar contexts than they were site-specific. Despite 
the lack of site-specificity and the lack of criticality of the 
Institute für Imaginäre Insel, most of the artworks did es-
tablish new spaces of representation in the contexts they 
operated, which makes it reasonable to assume that tem-
porary artworks have the ability to create these particular 
free spaces for resistance and expression. 
THE CHOICE OF CASES
The choice of the cases, i.e., the two analytical cases, the 
two analytical and practice-led cases, and the three urban 
cases and the festival case gave a case set up for paradig-
matic cases, where the theoretical research model and the 
curatorial laboratory could be tested. 
The three urban cases all represented contexts of urban 
transformation in which culture and arts were set to play 
a catalysing role for development. They also represented 
a contentious dialogue between the different rationales 
represented on the urban development sites. This made 
it possible to research the interplay between critical cu-
ratorial practice and the planning rationale in the urban 
contexts. 
Tempelhof and Hackney Wick showed two different 
kinds of curatorial engagement in the planning discourse. 
In Tempelhof, raumlabor and HAU engaged by propos-
ing a counter discourse to the development. In Hackney 
Wick, muf engaged deeply by being commissioned by the 
planning discourse, aiming to steer and challenge the 
planning discourse through their embeddedness. In the 
fourth case, the research was involved with the developer 
and planning rationales in the development of the cura-
tion and aimed to re-establish the dialogue between dif-
ferent rationales on the site. 
The Roskilde Festival case was different in since it was a 
temporary festival city without competing and conflicting 
rationales; however, it showed how critical curatorial prac-
tice was practised on the basis of the ideological discourse 
constructed by Roskilde Festival, and how it affected the 
city of Roskilde as a major asset in the culture-led urban 
development of Roskilde. It was chosen as an extreme case, 
in Flyvbjerg’s terminology, and was very different from the 
urban cases in terms of its context. Even though Roskilde 
Festival was analysed and treated like the other cases and 
articulates itself as a ‘temporary city’ and an ‘urban labo-
ratory’, it is an event which does not, like the other cases, 
struggle on the site in a contentious dialogue about the 
importance of the different rationales. Roskilde Festival 
sets the discourse and leading rationale and the spatial-
ity is designed subsequently. It was possible to employ a 
critical curatorial practice at the site, but since it was not a 
contentious site with different discourses represented it is 
not generative to compare this aspect of the analysis with 
the urban sites. 
CONTEXTUAL DIFFERENCES 
As outlined above, there are enough similarities between 
the cases to argue that there is a particular kind of critical 
spatial practice in the way the curatorial and artistic prac-
tices operated, but there were also some striking differ-
ences in the ways they operated in the different contexts. 
In Tempelhofer Freiheit, the curatorial counter-discourse 
operated critically towards the planning discourse. 
Raumlabor and HAU did not operate with the engaging 
approach, as we saw demonstrated in Hackney Wick, and 
at Bryghusgrunden, where the curators engaged with the 
hegemony through the curatorial discourse. Community 
engagement in Berlin has, since the case, developed 
into heavy protests against the planning strategies for 
Tempelhofer Freiheit, as reflected in a referendum held in 
2014 when the public of Berlin voted for Tempelhofer to 
stay 100% a public park, meaning that plans regarding new 
housing and industrial areas have now had to be shelved. 
In light of this, raumlabor and HAU’s work of Die Grosse 
Weltaustellung can be understood, in Mouffe’s terms, as 
operating in like artivists and contributing to the reconfig-
uration of the discourse that has been directed by a critical 
and engaged community in Berlin. 
We saw the most developed curatorial strategies car-
ried out by the planning discourse in Hackney Wick in 
London. Here, curatorial and artistic abilities were both 
acknowledged and instrumentalised. Muf was operating, 
as both Mouffe and Phillips advocated, by engaging in 
the discourse, thereby integrating their critique as part of 
the planning discourse as a way to influence the current 
situation. Furthermore, artists like Studio Superniche and 
Public Works were operating through a critical and un-
hinged relationship with the prevailing situation by illu-
minating alternatives. 
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Roskilde Festival was different from these contexts in 
terms of its festival setting. However, the case at Roskilde 
Festival illuminated how a discourse can entail a site-con-
cept spatially through curated artwork. 
At Bryghusgrunden, shadow play was employed to open 
discussion on the future use of the site, but was challenged 
by lack of long-term engagement in the discourse. 
In comparing these contexts there seems to be a particu-
larly critically engaged community gathered around the 
activities in Berlin, and a particular ability to reposition 
the curatorial and artistic practices critically in Hackney 
Wick. These particularities are most likely connected to 
the history of these contexts: the community in Berlin can, 
broadly speaking, be seen as being influenced by a critical 
approach from the community. This can be connected to 
the history of the Second World War and the Cold War, 
which has influenced Berlin and encouraged critical re-
flection about political hegemony. 
The creative environment of the United Kingdom has en-
compassed both Thatcherism and New Labour over the 
last 30 years. Under Thatcher, these political positions in-
volved, very broadly speaking, more commercialised and 
entrepreneurial strategies towards artistic practice. Later, 
under New Labour, there was an increased interest in what 
the arts could do for society—for example in the realm of 
planning. This history most likely encouraged the plan-
ning discourse in London to engage art planning strate-
gies and encouraged artists to develop critical but engag-
ing strategies towards this situation, as we have seen. 
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PART 4: 
CONCLUSION AND 
OTHER PERSPECTIVES
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This study has focused on how critical curatorial practices operate in cur-
rently ambiguous fields ranging from artists to curators and planners, all 
of whom have different interests and agencies for operating in urban set-
tings. The research stemmed from questioning how the critical curatorial 
methodology of Roskilde Festival could be transferred to urban contexts, 
specifically to Tempelhofer Freiheit in Berlin, Hackney Wick in London, 
and Bryghusgrunden in Copenhagen. A theoretical research model and a 
curatorial laboratory with their basis in the theory of critical spatial practice, 
and a methodology of site-writing, have been developed and tested, with the 
trialectic research perspective combining art theory, spatial theory and dis-
course theory. This allowed the relocation of methodologies from one field 
to another, i.e., from Roskilde Festival to contexts of urban transformation, 
and combined theoretical and practice-led research perspectives in a cura-
torial laboratory. 
This concluding chapter revisits the research questions in the following section 
and thereafter elucidates and discusses core contributions from the research. 
REVISITING THE RESEARCH QUESTIONS
The research set out with the aim of investigating how critical curatorial 
practice as a methodology could be relocated from Roskilde Festival to 
three selected urban contexts of transformation in Europe. 
Overall research question: 
How can critical curatorial practice as a methodology be relocated from Roskilde 
Festival to three selected urban contexts of transformation in Europe? 
This aim was achieved by setting up a theoretical research model and a 
practice-led laboratory focusing on critical spatial practice and site-writing 
which were employed to investigate curatorial concepts and temporary 
artwork in the urban transformational settings of Tempelhofer Freiheit in 
Berlin, Hackney Wick in London and Bryghusgrunden in Copenhagen. 
This set-up showed that a common research model and methodology was 
possible to establish, and both analytical and practice-led research was ac-
complished and generated knowledge about the sites, discourses, artwork, 
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temporality and curatorial practice as site-writing. The research showed 
that comparing the discourse of Roskilde Festival, a curatorial model of a 
cultural festival, with the three contentious urban contexts where multiple 
discourses and rationales were coexisting was overambitious. 
Sub-question 1:
What characterises critical curatorial practice?
The research design made it possible to highlight the way that critical curato-
rial practice could be characterised as a curatorial practice responding to the 
site it was operating on and the discourses and rationales it entangled with. 
It is an embedded practice that tailors curatorial concepts and addresses the 
relation between site, discourses and artwork. It operates critically as a dia-
lectical practice concerned with contextual and social agendas. 
Sub-question 2: 
How can a theoretical model with its origins in the curatorial practice of the 
Roskilde Festival be developed to inform curatorial practice in a new urban 
terrain? 
The theoretical model for the critical curatorial practice was developed as 
a trialectic model that enabled research not only the aspects of artwork 
and the site but also discursive matters, since the cases in urban contexts, 
in contrast with the Roskilde Festival case, had multiple rationales repre-
sented and therefore needed a broader discursive horizon to inform cura-
torial practice. 
Sub-question 3:
How can this theoretical model be tested through a curatorial research laboratory 
operating through two analytical, and two analytical and practice-led curatorial 
cases? 
The model was tested through two analytical and two practice-led cases fo-
cused on exploring different relations in the model through the curatorial 
concepts on the different sites. The model elucidated that an interdiscipli-
nary theoretical focus on site, discourse and artwork was needed to establish 
a focus on and research critical curatorial practice in the current urban ter-
rain, and the practice-led curatorial research laboratory made it possible to 
plan the curatorial interventions at Roskilde Festival and Bryghusgrunden 
as generative experiments, teaching us that critical curatorial practice can 
effectively employ charisma, humour and spatial relocation as artistic ap-
proaches while staging contentious agendas. Furthermore we learned that 
site-writing as shadow play is not always site-specific but in some cases is 
rather a site-oriented nomadic practice which can travel from place to place 
while generating dialogue and new spaces. Thus the theoretical model also 
showed that it might benefit from a minor revision whereby the trialectic is 
focused on spatial layers and the artwork is understood as an integrated part 
of the curatorial site-writing. 
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Sub-question 4: 
What kind of agency can critical curatorial practice have and develop through 
involvement in contexts of urban transformation?
The critical curatorial practice in the tested cases had a critical artistic agen-
cy which was concerned with the cultural development of the site, aesthetic 
realisation and the empowerment of its agents. Thus the cases also showed 
that agency in the urban cases was shared with both the critical artistic and 
the urban planning discourse, and the agency of the critical curatorial prac-
tice here became a mediating and framing of the co-existence of rationales, 
as we saw in Hackney Wick and Bryghusgrunden.
THE MERITS OF CRITICAL SPATIAL PRACTICE AS A CURATORIAL 
MODEL 
Rendell’s concept of critical spatial practice is employed and expanded in 
this thesis through her concept of site-writing as a curatorial model. The 
cases illuminated both the strengths and weaknesses of operating with 
this model in urban contexts. This thesis has shown both the strengths and 
weaknesses of critical curatorial practice by comparing the practice to the 
other models of public arts curation presented in chapter one. 
By defining itself as a critical practice, it is operating in the service of an 
artistic rationale that aims for enlightenment and realisation. While other 
curatorial models have a tendency to operate for the economic or the plan-
ning rationale, such as the regenerational model or the curatorial model 
for festivals and cultural events, critical curatorial practice is focused on 
insisting on the critical potential and aspect of the curation. The critical 
aspect underscores its reflective and dialectic capacity, which unites urban 
design and architectural and visual arts practices in a spatial and ephem-
eral genre. 
However, while operating in urban contexts the aspect of being critical is not 
always analysed or absorbed as critical by other rationales, as this research 
has confirmed. In the case of Bryghusprojektet, the artist group Parfyme en-
gaged in the site before the design and building of the project. They under-
stood how they as artists could influence the development of the site by in-
volving citizens in their Harbour Laboratory. The commissioner, Realdania, 
did not understand Parfyme’s practice as one that could influence the design 
of Bryghusprojektet but rather as a project that made the site vibrant and 
programmed it during the waiting time for the real commission. These are 
two very different understandings of the role and influence that critical spa-
tial practice can have. Despite the model’s clear connection to a critical and 
reflective practice, this approach communicated and operated well within 
the artistic rationale; in the planning and economic rationale, however, the 
critical aspect was understood on equal terms as entertainment that could 
establish a vibrant atmosphere and enliven the image of the site in the devel-
opment process. This aspect was confirmed in all three urban cases, despite 
the fact that both the Hackney Wick and Bryghusgrunden cases demon-
strated engaging and site-specific critical practices. From this perspective, 
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critical practice might benefit from operating in a clearly institutional dis-
course like biennials or other exhibition contexts with a clear artistic fram-
ing if the practices are seeking acknowledgement of their criticality. 
On the other hand, the understanding of cultural practices in general as 
enlivening also establishes an opening for critical practices to operate sub-
versively in new urban contexts, where they provide what Lefebvre terms 
can be called new “spaces of representation”. If they are not under the radar 
and included as critical engaging projects, they can also operate as places 
of resistance and operate in a manner whereby urban resilience is brought 
to the area by artistic practices. This was seen in the case of Hackney Wick, 
where Studio Superniche and Public Works both created urban designs 
that performed critical reactions to the urban development of the site by 
engaging the community in playful and humorous empowerment. In this 
way the study can confirm that the researched artworks operated as Mouffe 
described, i.e., with the aim of reconfiguring the power hegemony (2013). 
Unfortunately, however, the research cannot tell us the extent of influence 
these practices exercised on the site in a longer perspective, and we therefore 
cannot dismiss Petersen’s claim that artwork is too marginal to effect the 
power hegemony (2009). 
Although most of the practices were concerned with empowering commu-
nities and participants, either through influencing the context they were op-
erating in or through aesthetic realisation, the effectiveness of this aim to 
empower in the longer term remains uncertain. This is because the design 
and timeframe for this research did not allow for revisiting the cases after a 
longer time period—for example over a period of five years to see how the 
areas developed. Furthermore, the research was set up to investigate differ-
ent cases, though it could also have been concerned with a more long-last-
ing set-up in which different curatorial experiments were carried out in the 
same context over the period of the research. Such a set-up might have told 
us more about the effectiveness and influence of the experiments than of the 
choice of different paradigmatic cases. 
THE CURATING RESEARCHER AND THE RESEARCHING CURATOR
The study enforced a double-bound position in theory and practice. For this 
purpose, a theoretical model was developed and a practice-led research lab-
oratory was set up to assess the progress of the cases. This methodological 
approach made it possible both to research current paradigmatic tendencies 
from a theoretical perspective of public arts curation in culture-led urban 
development and, from the other side, deepened this perspective by estab-
lishing a curatorial framework of curating artwork that could explore exactly 
how the critical spatial practices responded to these situations. The curato-
rial site-writing operated as a vessel that established relations between art-
work, site and discourse. The iterations from Hackney to Roskilde Festival 
and Roskilde Festival to Bryghusgrunden provided the opportunity to test 
and adjust how the theoretical model informed the site-writing. This made 
it possible to explore and experiment with the ability of the practice and 
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thereby also to research how critical curatorial practice operated relation-
ally between the different rationales. It researched nuances of the particular 
critical spatial practice and how such practice affects and engages in situa-
tions with spatiality, humour and charisma. It also made it possible to in-
vite in key presenters from the different rationales on the particular sites to 
mediate the situation. At the same time it also allowed us to recognise that, 
despite the aim of creating free space for the artistic rationale, this attempt is 
often adopted by and understood as ‘culture’ in a broad sense and as an en-
tertaining and catalysing asset for economic growth. Being in the position 
of the researching curator made it possible for me to set up experiments that 
were able to research the ability of this practice very specifically; curating 
instead of analysing curated work gave me an opportunity to set up a cura-
torial framework and choose artwork carefully that specifically investigated 
how site-writing and shadow play could intervene on the sites. 
In the cases of Roskilde Festival and Bryghusgrunden, the curatorial site-
writing entailed artwork that would be particularly responsive to the sites 
and situations. On Roskilde Festival the site-writing deepened the perspec-
tive on how artistic influence is not about the imprint and immediate influ-
ence artworks that have on a community but also about the aesthetic em-
powerment of the individual. On a discursive level, site-writing afforded the 
opportunity, particularly at Bryghusgrunden, to frame a dialogue between 
the different rationales on the site. Here the site-writing and the event of 
Temporary Encounters became an opportunity to reopen a frozen dialogue 
on the future of the site through different artworks. 
On the other hand, in the choice of practice and action-led cases there was 
also a risk of influencing and designing the case in a direction whereby the 
writer and curator is influencing and steering the case in a particular di-
rection. The position of action-based research is embedded in the field of 
practice. Therefore the practice-led cases can also be interpreted as a weak 
representation of paradigmatic cases, since the cases are designed for inves-
tigating this particular research question. Their character can have a ten-
dency to be descriptive and to confirm the researcher’s thesis, generating 
research that can become self-referential and irrelevant for the field in which 
it is positioned. Hence the advantage of the double bound perspective of 
being both curating researcher and researching curator opened up the pos-
sibility here not only to analyse the cases from a theoretical perspective but 
also to test the theories explicitly. 
Adding a curatorial and action-based perspective to the research position al-
lowed the researcher to produce precise and generative research on very spe-
cific topics, which contributed to the production of knowledge in this emerg-
ing field. At the same time, adding a research perspective to the curatorial 
practice expanded the practice with an academic perspective, which contrib-
uted to the development and qualification of the curatorial practice in the in-
terdisciplinary field between public arts curation and urban planning. 
After undertaking the four case studies, the theoretical model placed a par-
ticularly strong focus on the artwork. The model might benefit from revision 
whereby the trialectic would be focused on Lefebvre’s spatial trialectic and 
artworks would be integrated and understood more explicitly as parts of the 
curatorial site-writing and thereby able to explore the spatial trialectic more 
dynamically. This revision could create a model specifically developed for 
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curating in urban settings as an interdisciplinary tool that can be valuable 
for practitioners. In addition, it could also enable us to research the ways in 
which temporary artwork can investigate, suggest and create new spaces for 
reflections. 
REVISED CURATORIAL MODEL
ARTWORK
DISCOURSE SITE
Representations 
Of Space
Spatial practice
REPRESEN-
TATIONAL 
SPACES
Revised research model 
By employing the theoretical research model in the analysed cases, the re-
search process has shown that the model would benefit from revision. 
The concept of artwork has been shown through the research to operate as 
an agent closely related to the curatorial approach and can therefore be un-
derstood as a more dynamic concept than it was set to have in the model as 
a concept for analysis of site and discourse. The model might benefit from 
a revision, therefore, whereby the concept of artwork would be replaced 
by the broader concept of representational space. This concept is part of 
Lefebvre’s trialectic and represents the lived and practised space. Changing 
the concept of artwork to the concept of representational space would al-
low the three concepts in the model—site, discourse and representational 
space—to be concepts that can be analysed as even concepts. The trialectic 
structure of site, discourse and representational space also correlates closely 
with the three concepts in Lefebvre’s trialectic, i.e. spatial practice, spaces of 
representation, and representational space. 
The analysis and curation of artwork has been predominant in this research 
and is closely related to the practice of curation. The suggestion is there-
fore also to relocate the concept of artwork, as a close relation and dynamic 
agent, together with curatorial practice, which can focus through curation 
and artwork on particular relations in the triangle. 
By replacing the concept of artwork with representational spaces, the con-
cept is also opened up for wider use, not only for curators who employ 
artwork but also for planners, architects and urban designers who are aim-
ing to create free spaces for dialogue, reflection and interaction in urban 
contexts.
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The revised model above show how the curating research operates integrat-
ed with the artwork and researches the site for curating through a spatial 
trialectic. The revised research model connects artwork and curation in site-
writing and shadow play, enabling these practices to explore the different 
levels of representations on the researched sites. 
In this research the curator has entered new working fields. The collabora-
tion with the urban planning sphere has been approached with the agency of 
critical spatial practices as outset. The research showed that temporary prac-
tices, as shadow play, could be a way not only to establish influence in urban 
spaces and engagement and communication with other rationales, but also 
to create new spaces of representation.
The benefit of working as a researching curator is that it makes it possi-
ble to push the boundaries of curatorial practice into new practice fields 
by including theoretical reflections. In this research, in particular, insist-
ing on carrying out an interdisciplinary practice and including site- and 
discourse related perspectives forced the practice to focus on contextual 
perspectives. 
The curating researcher is operating in a field that has not yet been the sub-
ject of extensive research. Constituting research in this field can thus con-
tribute to establishing an interdisciplinary research practice. The curating 
research specifically provided insight into how experiments on practice-led 
curation in the curatorial laboratory could push the research to make more 
precise experiments on the capacity of critical spatial practice, the agency 
of the curator and the curatorial model, and on the interaction with other 
rationales operating in the context. 
Placing the curatorial practice in relation to rationales other than the 
artistic rationale forces the practice to relate to these rationales. This 
co-positioning of the curatorial agency can entail that the curatorial 
practice enters new working fields, as we saw in Hackney Wick and at 
Bryghusgrunden, where the curatorial model was developed in collabora-
tion with the planning and developer rationale. In this way the agency of 
curatorship operating in urban contexts can become not only displaced 
but also take on a broader and interconnecting role, both in an academic 
context, where the curating researcher can connect research the disci-
plines of art criticism, spatial, discourse and urban theory, and in the cu-
ratorial practice sphere, where the researching curator can interconnect 
different practitioners within the field. 
SITE WRITING AS SHADOW PLAY 
Curatorial site-writing as an ephemeral shadow play was tested as a curato-
rial model and showed that it had the ability to operate embedded on sites. 
Across the four cases the methodology was applied as a new methodology 
that insists on a curatorial agency beyond artistic discourse. It is a method-
ology that strives for change and reflection through practice. 
Understanding site-writing and shadow play as a curatorial methodol-
ogy that is particularly suitable for curating on contentious sites in urban 
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contexts allows us to understand that site-writing is as curatorial approach 
since it is oriented towards the site and its agents. Shadow play as a tempo-
rary form of site-writing is valuable, furthermore, as a communicative and 
interventionist approach that has shown itself to be concerned with not only 
critical and artistic rationales but also with the co-existence of rationales. In 
this sense, site-writing and shadow play as embedded methodologies have 
proven to be useful approaches in the future planning of cities when we 
want to include curating as an integrated approach. These were approches 
we saw practiced in Hackney Wick by muf and at Bryghusgrunden by the 
writer of this thesis. 
TAKING TIME
Temporality was a core aspect of the artwork and curation in this research. 
The concept showed strength in the way the concept and the works inter-
vened, created counter positions, rendered spatial alternative narratives, 
nurtured and created communities. However the concept of temporality 
as parts of the formation of urban contexts is also a non-binding and frag-
ile obligation. If we want temporary art and culture to affect our cities, this 
research also showed that there is a need for longer-term programmes and 
durational processes to maintain and research the influence of artistic meth-
odology in urban settings. 
This research has confirmed multiple qualities and shown that temporary 
artwork can create new spaces of representation that interrupt the existing 
and ruling power rationale. However, I would argue that if we want to take 
cultural influence seriously there is a need to prioritise temporary cultural 
experimentation as integrated and long-term programmes in urban con-
texts on an institutional and policy level. Only when these practices attain a 
different status than that of in between entertainment or enlivenment will 
we see how they can effect urban life, not only spatially but also on an em-
powering individual level. 
Temporary projects could have another status in urban settings if curators 
and planners were better qualified to acknowledge and communicate the 
wider interdisciplinary effects of these projects. If curators and planners 
were academically qualified in this interdisciplinary emerging field they 
could contribute to its development by setting up standards for programmes 
of temporary projects that include perspectives of quality, evaluation and 
use from both a curatorial and a planning perspective. Otherwise, the risk 
will remain of temporary projects becoming a broad category for projects 
in urban spaces, used merely to programme urban spaces for a short time 
without reflection on the quality, effects or agency of the projects. 
BETWEEN FESTIVAL AND URBAN CONTEXTS
By returning to the beginning and answering the research questions in the 
sections above, it has been summed up how critical curatorial methodology 
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can be relocated to three contexts of urban transformation in Europe and 
at Roskilde Festival. Even though the research was set up to answer ‘how’ 
critical curatorial practice as a research methodology can be relocated from 
Roskilde Festival to urban contexts, in asking this question, and after con-
cluding the research, the additional question intrudes as to what kind of 
considerations Roskilde Festival or other cultural events should examine if 
they are to choose to relocate their approach of a critical curatorial practice 
to the urban field. 
Beginning with the current research, the curatorial methodology from 
Roskilde Festival operated as a springboard from which to develop theoreti-
cal and practice-led research. A crucial aspect of this research model was the 
inclusion of a site analysis. The site-research—the site-writing in particular, 
the analysis and chapter four on the curatorial practice at Roskilde Festival—
documents and complicates how the site concept of Roskilde Festival can be 
understood as a designed place. In the extreme case of Roskilde Festival, 
place can be tailored and orchestrated to emerge as an interaction with its 
audience and as a response to the core aim of Roskilde Festival. The core 
aim is critical: it is the premise upon which the festival is based and has been 
this way since its inception in the 1970s when it emerged alongside youth 
culture and artistic avant-garde movements. The core aim remains the same, 
but the strategies to achieve this aim have shifted, both in expression and 
approach. The critical curatorial approach is one of the newer approaches 
in festival practice. It is important to make clear that even though Roskilde 
Festival is articulated as a ‘temporary city’ and an ‘urban laboratory’, the 
ruling power rationale is the core aim of the festival, the vision from which 
the festival is designed. There is quite a jump from the ideological discourse 
of Roskilde Festival to the ruling power rationale of the urban context. As 
elaborated above, despite employing arts and culture as catalysts in their de-
velopment strategies, they are involving arts and culture for fundamentally 
different reasons, as part of an economic rationale and neoliberal strategy. 
From the researched cases, what the planners, developers and municipali-
ties who are contacting Roskilde Festival require can be understood as an 
approach that can propel urban development through arts and culture, and 
thereby contribute to the economic development of the city of Roskilde, i.e., 
an economic rationale. 
Maximum Service framed this challenge very distinctly by planning a festi-
val for dogs on Bryghusgrunden to which almost nobody brought their dogs, 
subversively questioning whether it always makes sense to ‘festivalise’ a city. 
While designing a site is possible, it might not always be the best way to start 
an engaging dialogue on how to develop the site. It is possible to design a site 
like the one on the fields in Roskilde, but the designed or ‘festivalised’ event 
is not the best choice for all contexts, and the curatorial approach should ap-
proach site-related subjects in appropriate ways. 
Designing a site draws attention to the fact that, even when curatorial practice 
is carried out critically, the spectacle of the event contributes to the neolib-
eral agenda while operating within this terrain. As documented at Hackney 
Wick, critical curatorial discourse can even have authorship in the planning 
discourse, but must still be an agent for the artistic and critical discourse. 
On the other hand, several of the critical theoretical positions presented in 
this research (e.g. Phillips and Mouffe) have advocated that it is by engaging 
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with the neoliberal discourse that public art—or in this case, more specifi-
cally, artwork in contexts of urban transformation—gains the ability to re-
configure the hegemony. As Phillips puts it: “Stop playing around the edges. 
When does art have the ability to change conceptions?” (Phillips 2011, p. 
55). Following this pathway, the potential of this form is ‘critiquing as en-
gagement with’ (Mouffe 2013). Here, Roskilde Festival can withhold the 
critical outset while engaging in other contexts with a critical approach. 
Extending beyond the overall shadow play of the festival and beyond the fes-
tival site with curatorial practice, moreover, would allow Roskilde Festival 
to operate more directly with urban contexts. The festival would be able to 
stage critical and social agendas on a festival site, which would hopefully 
influence the daily lives of the festival guests, and in this way move the fes-
tival closer to the ideological aspect of its core aim. If relocating the critical 
curatorial practice developed at Roskilde Festival should be carried out in 
an urban context, it should thus be done in the spirit of the critical vision of 
the festival, with great sensitivity towards the sites it enters and the audience 
it involves, and with a willingness to responsibly maintain and carry out the 
critical curatorial agency. 
The question of the critical agency within these changing discourses nat-
urally leads forward to future visions and challenges, but also back to the 
starting point of this research, when urban planners, architects and munici-
palities contacted Roskilde Festival to ask for guidance or collaboration on 
curatorial projects in urban contexts. After setting up a theoretical model 
to research this matter and the ensuing practice-led research informed by 
the model, core elements in the potential practice have come to the fore. 
As the dialectical research prescribes, there is not a precise answer to the 
question of Roskilde Festival as a curatorial player within the field of urban 
transformation, but rather a discussion on the possibilities and challenges 
this practice would imply. 
Before relocating a methodology from such different sites as Roskilde 
Festival to the urban terrain, there are crucial contextual matters to be 
aware of about the site where the practice is taking place. It is crucial to em-
ploy a curatorial methodology that allows time to research the site before 
conceptualising it. A methodology like site-writing by Rendell facilitates a 
situated approach. 
Potential clients eager to involve an organisation like Roskilde Festival are 
not necessarily focused on Roskilde Festival’s critical and ideological aims 
but rather on the ‘festivalisation’ of the city that was questioned earlier in 
this thesis. There should be a critical awareness involved in these contexts, 
since the agency and authorship of the festival will be reflected in this aim. 
Moreover, there should be a desire to develop a critical agenda in order to 
influence the contexts in which it will operate. The line of authorship should 
be strict and directly reflected in the core values of the festival; otherwise, 
this authorship would confuse those who are aware of Roskilde Festival’s 
ideological stance. If Roskilde Festival decides to enter and apply their 
curatorial practice in an urban context, based on the current research it 
would be recommended that Roskilde Festival primarily walk the line of 
authorship and critical agency and ensure that this authorship reflects the 
core aim of Roskilde Festival in its ideological discourse with the artists 
involved. By maintaining this authorship and by involving critical artists, 
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the critical agency has an opportunity to operate. Despite this, as has been 
shown through the lens of the research model, this practice also depends 
on the interaction between the site and discourses. Therefore, relocating a 
methodology from one field to another, from festival to urban contexts of 
transformation, calls for an embedded practice. This can be achieved by em-
ploying methodologies like the curatorial laboratory adopted in this project, 
which combines a site-oriented and a discursive perspective with a practice-
led methodology like site-writing that situates the practice. 
These reflections and recommendations might seem constraining when 
considering Roskilde Festival as a whole, including the music tents, food 
stands, camp site, etc., but it is important not to forget that this objec-
tive deals with curatorial discourse. If an institution like Roskilde Festival 
chooses to enter the urban terrain critically it would be a timely and eco-
nomic investment for the Festival, since the agenda of how artistic prac-
tices can influence urban transformation contexts and how that influence 
can be maintained remains underdeveloped. In Copenhagen it seems to 
be even less developed than in London where, in the Hackney Wick case, 
curators and critics were involved in the formation of urban strategies. In 
other words, there will be considerable work for Roskilde Festival to do if 
it wants to develop this potential, but that process could enable it to estab-
lish a responsible and maintained agenda acknowledging artistic practices 
within the current urban terrain. If an organisation like Roskilde Festival 
invests in such a project through its ideological authorship, this could set a 
broader standard for critical curatorial practice in the urban terrain. 
TOWARDS A CRITICAL CURATORIAL PRACTICE BETWEEN SITES 
In the introduction I raised the question of how we could qualify curatorial 
practice in the changed landscape for public art and research practice, while 
analysing it in four different sites in Europe. The research has suggested a re-
flective and dialectic practice that can enable curators and planners to steer 
curatorial practice reflectively in urban settings. This suggestion is made as-
suming that a dialectical and critical foundation, such as site-writing and 
shadow play, despite the changed landscape, is still relevant and can contrib-
ute particularly at this time when agencies are being displaced and adopted 
across public and private discourses. Thus I advocate for an approach that 
has a critical and dialectical starting point. This research has demonstrated 
that within the critical framework it is possible for curators and artists to 
redefine the position of a critique as an engagement with the hegemony and 
to operate interdisciplinarily as enablers and mediators of coexisting differ-
ent rationales. 
At the same time it has demonstrated that criticality is not always interpret-
ed critically, but often as part of an enlivening and vibrant programme in 
urban contexts that can serve to promote the image of the area. In relation to 
this point the research has pointed at a new role for researching curators and 
curating researchers as interconnecting stakeholders when entering new 
arenas in contexts of urban planning where several rationales for the role of 
arts and culture coexist. 
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Despite the interconnecting qualities, the model lacks in demonstrating the 
influence and effect the artistic projects can have over longer term, and in 
durational projects maintained in a longer period. 
This thesis has made two primary contributions to the cross-disciplinary 
research field between public arts curation and urban planning practice. 
The first is to provide a more specific definition of of critical curatorial prac-
tice. This perspective was generated partly through a historical, contextual 
and practice-led research that allowed us to understand critical curatorial 
practice in the midst of encountering new fields by redefining the way we 
through engagement can operate critically. 
The second is the development of an interdisciplinary combined theoretical 
research model and practice-led curatorial research approach: a curatorial 
research laboratory that makes it possible to relocate critical curatorial prac-
tice from one field to another. In light of the four studied cases above, the cu-
ratorial research model had the ability to relocate approaches between sites 
and to generate information and notions about the sites, discourses and art-
works in which the curatorial practices were involved. As a research frame 
for a temporary, site-oriented curatorial practice, site-writing as shadow 
play, this model can inspire other curators to set up dialectic schemes that 
can inform and qualify their practices across different fields and contexts. 
This particular model could allow curators to analyse the contexts in which 
they operate from a discursive perspective in order to navigate between 
and relate different agencies. The model provides a site-oriented perspec-
tive that makes it possible to unpack the spatial practice of a particular site. 
Furthermore, the narrowed-down perspective on the artwork allows one to 
pinpoint how and why critical spatial practice operates as nomadic, charis-
matic, grotesque and engaging. 
This theoretical and methodological process scheme has operated between 
Roskilde Festival and three urban contexts. If employed reflectively and as 
a qualifying dialectic scheme, it could qualify curatorial processes in other 
contexts as well. The particular focus on urban discourses makes it espe-
cially suitable to other urban contexts in which curatorial practice is part of 
the transformation process, and is thereby not only an approach for curators 
and art critics but also for urbanists. 
As the title suggests, this thesis has focused on four different sites for the 
theoretical and practice-led research. The analysis and curating unpacked 
at the sites, and the methodological research that has generated the next 
steps in the process, emerged between the sites in the process of research 
and reflection. By developing something as specific as a critical curatorial 
practice, one dedicates one’s analytical and practice-led research to a dia-
lectic scheme. Interestingly, this scheme allowed unexpected relationships 
and relocations to emerge, based on repositioning, engagement and coexist-
ing in the hegemony. While the terrain for critical practices has changed, 
the practices also seem to be in a process of reconfiguring their criticality 
towards the changed landscape, and new critical positions and opportuni-
ties for both curatorial and artistic practices are appearing and set to engage 
with urban terrains. 
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Roskilde Festival functioned as a starting point for this research. The study 
stemmed from a request from municipalities, planners and architects who 
were searching for professional advice and guidance on how to plan cities 
with temporary artwork as a catalysing element in the planning process. The 
analysis and the practice-led research in the curatorial laboratory made it pos-
sible to develop and test a theoretical research model with an interdisciplinary 
focus on spatial theory, discourse theory and art theory. This was combined 
with a practice-led curatorial research perspective that operated through the 
iterations from the cases and the situated criticism of site-writing. 
A research project has its focal points and is framed by its limitations. Even 
though this research adopted an interdisciplinary perspective, the core per-
spective stemmed from art criticism and curatorial practice, which opened 
the study up to spatial and discursive analysis. However, during and after 
the research process, other perspectives and fields to which this research 
could potentially contribute became visible. It is necessary to exclude some 
interesting elements by choosing the most productive and suitable frame-
work and lens for the research subject, and in the following and closing sec-
tions I will expand this perspective and suggest how the contributions from 
this research could be expanded upon.
Further research in this field could be deepened by including an embedded 
perspective on urban planning practice within a more interdisciplinary per-
spective, or the research could be relocated to another related research field. 
Productive subjects of research might include the ways in which  method-
ologies from Roskilde Festival operate in the context of urban transforma-
tion, the kinds of roles other cultural institutions could play in the context 
of urban transformation, and, finally, by stretching the time-based perspec-
tive, the ways that artworks and curators could become involved in contexts 
over longer periods of time.  
A MORE INTERDISCIPLINARY RESEARCH
The theoretical research model informed the analysis in all four cases, and in 
the last two cases it was combined with site-writing in the curatorial labora-
tory. This combined theoretical and practice-led research design to set up a 
relational research scheme in between sites, discourses and artworks, argu-
ing that these are the most important horizons in which curators operate in 
urban contexts of transformation, and at Roskilde Festival. This perspective 
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was focusing on the curatorial practice and position, and allowed nuanced 
analysis to evolve that included both the urban discursive horizon and the 
curatorial discourse, which are both crucial while operating in this field. 
Curatorial research practice has been a focal point here, but it would be an 
interesting expansion of this approach to combine the curator’s perspective 
with an integrated urban planning perspective as well. The theoretical mod-
el also has the ability to inform urban planning research and planners oper-
ating in this field. Switching the position of a researching curator with the 
position of a researching planner or urban designer could expand planners’ 
and urban designers’ knowledge of the dynamics of this particular research 
model. The theoretical research model was developed with inspiration from 
different trialectic models from spatial and art theory. Unlike these models, 
it was inspired from the theoretical research model to include a discursive 
perspective as well, which allowed for analysis of the discursive dynamics 
unfolding within this curatorial field. In the same manner, urban planning 
might benefit from including reflections on art theory while using artwork 
as part of the planning practice. 
However, it would be more interesting to expand upon this format through 
combined theoretical and practice-led research with an embedded planning 
perspective as well, where the analysis is developed from the perspective of 
curatorial and planning practice, and then in a combined interdisciplinary 
laboratory that both structures the planning and the curatorial research 
experiment. The urban research perspective could be widened by letting 
the planning discourse and practice become a main subject of research, al-
lowing the model to be closely tested from both research perspectives. A 
combined curatorial and planning research perspective could contribute to 
more integrated and engaged practices in the future. 
INVOLVING OTHER CULTURAL ACTORS 
The current research perspective has focused primarily on the authorship 
and agency of critical curatorial practice. More and more often, other kinds 
of cultural institutions and organisations are developing programmes that 
explore fields outside the institution. This is a tendency seen in recent years 
as Danish museums have developed public programmes outside the insti-
tutional context in the urban sphere, with titles like The Museum Goes to 
the City (Museet for Samtidskunst in Roskilde 2013), Kunsten (Art) to-go 
(Kunsten in Aalborg 2014) and KØS’s Denmark Tour (KØS Museum for 
Art in Public Spaces 2014), to mention only a few from the art world in 
Denmark. The theoretical research model could also provide a perspective 
for other cultural institutions while expanding their research and practices 
toward the urban field. Allowing investigating relational processes of cura-
torial practice and introducing a research model like the curatorial labora-
tory in museums would allow museums to expand their role and agency be-
yond their doors.
Roskilde Festival is an eight-day annual event that occurs as an imaginary 
place in the minds of its participants throughout the year, but other cultural 
institutions such as museums and libraries have an embedded position in 
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the urban context that could enable a maintained engagement with the lo-
cal community. This was a component that the temporal staging of shadow 
play and critical curatorial agency seemed to lack in the research. There is an 
opportunity for the cultural institutions now integrating their practices in 
urban contexts to play an important role in the forthcoming configuration 
of the urban terrain. Since artworks and cultural activities are recognised 
as important throughout this research, the urban cultural institutions will-
ing to operate in this field can play an important role by configuring the 
role of the arts and setting up frameworks for the commissioning art in the 
urban terrain. As we have seen in this thesis, the planning realm has started 
to frame commissioning processes because planning with artwork is a ma-
jor part of their programme, as for example in Hackney Wick in London. 
Even though the process in London involved many professionals from the 
art world, this rather new employment could also develop a shared author-
ship with art institutions in order to ensure a balanced agenda between art 
and planning. There is no doubt that this would be a substantial task, but 
these kinds of frameworks have been developed by art institutions such as 
Situations in Bristol in Great Britain and Creative Time in New York. 
RESEARCHING EFFECTS OVER A LONGER TERM
That temporal curatorial practices lack influence as long as their agency op-
erates only temporarily is a striking conclusion of this research. Temporary 
artwork might have a particular ability to narrate an alternative and to cri-
tique a current situation with ephemeral means, and also to frame and re-
frame discussions, but those ephemeral critiques and discussions need agen-
cies to maintain them and to influence the context in which they operate. 
It would be interesting, therefore, to research further how critical curatorial 
practice would operate if the agency had a more consistently maintained 
character and researched the influence the practice could have over longer 
term. A long-term practice on Bryghusgrunden, for example, might have 
sustained the dialogue with the planning discourse. In a case like this, in-
stead of presenting a three-day programme researching the site, in collabo-
ration with the developer and DAC as future hosts on the site, a longer pe-
riod might have maintained a dialogue on the future use of the site. 
These perspectives are some of the ways in which research from this project 
could be expanded further into the fields of urban and public arts research, 
as well as into curating and urban planning practices. 
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Throughout the thesis, certain concepts have recurred. How and why these 
particular concepts are employed will be briefly presented here with refer-
ences to where in the thesis these concepts are unfold. Most of the concepts 
are definitions and delimitations of particular concepts, and explanations 
of why these particular concepts are employed. Others are theoretical 
framings of methodological concepts.
AGENCY 
The agency of a person or an entity is connected with its ability to act freely 
in the world. Agency is often carried out in groups with same interests, it 
can also be carried out on behalf of others, and one can carry out different 
agencies, as we will see in the thesis: for example, as a critical architectural 
group and as a part of the planning discourse. Agency is often issued in pub-
lic space, or when the access to public space is being demarcated. Within 
this context, the agency of the critical curatorial practice occurs as an im-
portant concept. See chapter 1. 
ARTWORK 
The concept of artwork here is foremost emphasised by the concept of 
critical spatial practice (Rendell 2006), which is framed as a practice op-
erating in-between art and architecture, and with a spatially critical mode 
of operation. Rendell proposes that projects within this field, by stating 
themselves in the architectural discourse, can be understood as scale mod-
els for existing spaces or proposals for new design, but when positioned as 
artwork can be considered in an artistic discourse (Ibid, p. 47). The con-
cept is here nuanced and specific, and includes the particular critical spa-
tial practices that operate in urban context and at Roskilde Festival’s site, 
which is defined by a trialectic for artwork, including a nexus of socially 
engaged practices, installation art and performative interventions. See 
chapter 2. 
AUDIENCES, FESTIVAL GUESTS, PARTICIPATORS AND SPECTATORS
The concept of an audience that runs through this thesis is developed from 
Lacy’s concept of audiences, which is divided into different degrees of par-
ticipation and is constructed as a series of concentric circles with absorptive 
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membranes that enable interaction between the circles. The diagram is de-
veloped to inform and illuminate an artwork or a practice’s relationship 
with an audience, and to differ between the degrees of participation (Lacy 
1995, p. 176). 
The circular diagram she invents starts in the centre of the circle, where 
the work could not exist without participators who are developing interac-
tive public work that is centrally driven by energy. The next circle out from 
the centre emphasises the collaborators and co-developers who invest 
time and energy in developing the work. The next level is what she calls 
‘volunteers and performers’. This could include, e.g., community members 
participating in a parade, or what Bishop calls ‘delegated’ performers: per-
formers or volunteers performing by instructions or on behalf of an artist 
(Bishop 2012). The circle after is the ‘immediate audience’, who are those 
who experience the performance or the installation ‘live’. The next level 
is the media audience, who experience a representation of the work either 
online, in a magazine, etc., and the last category, in the outermost circle, 
is the audience of myth and memory, who experience artwork through 
literature and tales. 
The logic of the circle is that the closer the category is to the centre, the high-
er the degree of involvement and participation is given from the audience. 
Lacy perceives spectatorship as two-way communication, and as an interac-
tion that can develop in degrees (Lacy 1995, p. 178-180)
Claire Bishops also operates with a conception of spectators in her book 
on installation art from 2005, but uses this approach to process the act of 
participation in 2012. However, different artworks and situations invite dif-
ferent forms and engagements in the spectatorship, and these rules of en-
gagement and how the engagement develops can also be subject for, e.g., an 
ethical discussion on participation (Bishop 2012). Both conceptions allow 
the construction of a nuanced foundation for understanding the means of 
audience and participation. See chapter 2.
AUTHORSHIP
The concept of authorship is, in this context, connected to the authorship 
of the curator or the curatorial discourse. The curator and art critic Paul 
O’Neill argues that the unitary conception of artwork and authorship is not 
always the case, and the authorship is more and more often seen also to in-
clude the spectator and curator (O’Neill 2009, p. 38). O’Neill also indicates 
that authorship is in a shifting and fluid position. Doherty defines curators 
as those who can guard the authorship of artists, and states that therefore 
authorship between artist and curator can most often be understood as 
shared (Doherty 2013, p. 14). See chapter 1. 
CURATORIAL DISCOURSE
The concept of a curatorial discourse is understood as a framing of the parts 
that configure statements, signs or symbols that can be attributed to a posi-
tion of knowledge and abilities that form a curatorial discourse. The curato-
rial discourse has in its nature of operating with tailored artwork and related 
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activities for different context a certain discursive formation that relates to 
a particular discourse. For this context of curatorial research, a particular 
curatorial discourse is invoked, which is formed by representation, produc-
tion, encounter, intervention and time. These are parameters and limita-
tions out of which the practice is built. In chapter four, the construction of 
this particular discourse is unpacked. See chapter 1. 
CURATORIAL PRACTICE 
Curatorial practice is different from curatorial discourse. It is the practice 
that develops within the frame of the curatorial discourse, and is tradition-
ally informed by art history and theory. The practice emphasises all aspects 
of curating from the research, planning, conceptualising, producing, exhib-
iting and communicating around the practice. See chapter 1. 
DISCOURSE
The concept of discourse derives from the French philosopher Michel 
Foucault, who identifies discourse through his knowledge of archaeology, 
where he points at the discursive formation as a series of statements, signs 
or symbols which can be attributed to a position of knowledge and abilities 
(Foucault 2005). 
The concept and formation of discourse is employed in this thesis to dif-
ferentiate between and understand the formation of the different rationales 
in urban contexts. Foucault establishes a foundation from which to define 
discursive formations, which the researchers Jensen and Richardson (2004) 
develop for the urban context, while Mouffe more specifically develops her 
theory on hegemony for the public art field. See chapter 2. 
SHADOW PLAY
The concept of shadow play is coined to emphasise a particular kind of criti-
cal spatial practice that occurs concurrently throughout this thesis. It is a 
practice that is present both at Roskilde Festival and in the contexts of ur-
ban transformation.
It is a dialectal practice that responds critically to a particular site and situ-
ation, and through rendering critiques or alternatives temporarily and no-
madically, confronts contentious situations. These contentious situations 
are encountered by employing charisma, humour, playful spatial reloca-
tions and embodied features to disarm and involve their audiences, and 
to stage a critique. These characteristics allow shadow play to interact and 
disrupt. 
The name ‘shadow play’ is inspired from the artistic research the surrealists 
conducted through different artistic practices on their own shadow sides: 
the explored grotesque and humorous shadow plays connected with their 
autobiographic practice allowing repressed emotions to have an expression. 
The concept allows something kept in the dark, often with a solemn secret 
or history, to be lifted up to a more playful and light stage, but yet as a critical 
practice. See chapter 3. 
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SITE
The concept of site is employed as a recurring spatial concept while referring 
to the spaces and places where the cases occurred.  The choice of site al-
lows the particular place the position of a ‘site’ for analysis and experiments 
– a particular site to focus on. By employing Rendell’s conception of site 
and site-writing (2010), the concept of site expands into a broader concept, 
where sites are as much the history, the written documents, the practices 
and the vision for a site as the physical site it self. Since the subject of this 
thesis includes four different sites, with history, discursive struggle and ar-
tistic intervention, it has been important to employ a spatial concept that 
opened the understanding of the site concept. See chapter 2.
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209ABSTRACT
This research arises from a growing interest in how temporary artwork can 
operate as a central testing and interaction element in urban transforma-
tion. The qualities of artworks designed to intervene or ‘pop up’ appear to be 
of specific interest to urban planning, enabling cities to become vibrant and 
liveable. Accordingly, Roskilde Festival, northern Europe’s largest annual 
music and arts event since 1971, is contacted more and more often as a dis-
cussion partner that can advise cities and groups on how to curate artworks 
as catalysts for urban development. However, Roskilde Festival is an annual 
eight-day music and arts event, grounded in and curated with a critical and 
ideological vision in mind which at first glance seems far from everyday life 
and the economic and political interests of urban contexts. 
The focal point of this thesis is that of researching how the critical curato-
rial methodology of Roskilde Festival can be relocated to contexts of ur-
ban transformation. It is concerned with critical curatorial practice in three 
different contexts of urban transformation: Tempelhofer Freiheit in Berlin; 
Hackney Wick in London; Bryghusgrunden in Copenhagen; and Roskilde 
Festival. Through the concept of a curatorial laboratory, theoretical analy-
sis and curatorial site-writing are combined to research how critical curato-
rial practice as a methodology can be relocated from Roskilde Festival to 
contexts of urban transformation and operate beyond the festival fence in 
the current field of urban development, where the development of the urban 
context and critical curation can be understood as fundamentally diverse 
agencies and agendas. The theoretical and methodological framework of the 
thesis encourages a discussion of the extent to which curatorial and artistic 
practices are critical, despite operating in the ambiguous field of the neo-
liberal paradigm, in the midst of finding new ways of criticising and relocat-
ing their critique to gain influence on the formation of the urban terrain. 
Relocating critical curatorial practice from Roskilde Festival can thus also 
be understood as an ambiguous practice that demands a thorough analysis 
of site and context, as well as awareness of and reflection upon what kind 
of authorship the practice engages in and what kind of agency this engage-
ment entails. 
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I de seneste år har der har været stigende interesse for, hvordan midlerti-
dig kunst som er skabt til at intervenere og ’poppe’ op kan skabe et levende 
og interessant byliv, hvor kurateringen af midlertidige kunst fungerer som 
forandringsagent i byudviklingen. I takt med denne situation kontaktes 
Roskilde Festival, Nordeuropas største årlige musik og kunstfestival siden 
1971, mere og mere ofte som potentiel diskussionspartner, der kan vejlede 
byer i, hvordan kunst kan kurateres til at være katalysator for byudviklin-
gen. Imidlertid er Roskilde Festival en otte-dages årligt tilbagevendende 
musik og kunstfestival, hvor aktiviteterne er forankret i og kurateres ud fra 
et kritisk og ideologisk visionsgrundlag bag festivalhegnet, som umiddel-
bart kan synes fjernt fra byens hverdagsliv samt økonomiske og politiske 
interesser. 
Fokus for denne afhandling er at undersøge hvordan kritisk kuratorisk 
praksis som metode kan overføres fra Roskilde Festival og anvendes i byud-
viklingskontekster. Afhandlingen omhandler kritisk kuratorisk praksis i tre 
forskellige byudviklingskontekster Tempelhofer Freiheit i Berlin, Hackney 
Wick i London, på Bryghusgrunden i København, og på Roskilde Festival. 
Gennem et kuratorisk laboratorium, et kombineret teoretisk og praksis-
baseret forskningsperspektiv, undersøges det hvordan den kritiske kurator-
iske praksis som metode kan overføres fra Roskilde Festival til byudvikling-
skonteksterne, og operere udenfor festivalhegnet i et aktuelt terræn, hvor 
udviklingen af byens og den kritiske kuratering af kunst i byen kan opfattes, 
som formet af grundlæggende forskellige interesser og interessenter.
Analyserne og de praksisbaserede kurateringer i afhandlingen påviser, 
hvordan kritiske kunstneriske og kuratoriske praksisser, til trods for at de 
i øjeblikket befinder sig i det neo-liberale paradigme præget af konflikt 
og modsatrettede interesser omkring byens rum, er midt i at opfinde nye 
kritiske tilgange til og positioner i forhold til feltet, hvor målet er at påvirke 
udviklingen af det urbane terræn gennem et kritisk kunstnerisk engagement. 
I lyset af disse resultater kan overførsel af kritisk kuratorisk praksis fra 
Roskilde Festival til en byudviklingskontekst forstås som en kompleks prak-
sis, der kræver analyse af sted og kontekst, og bevidsthed om hvilket afsend-
erforhold kurateringen engageres i, og hvilke interessenter den indbefatter. 
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